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ABSTRACT
The program contained in this dissertation is a
curriculum design for training pre-service teachers in
the arts. The training focuses on experiential arts
processes which integrate the arts with other disciplines
(i.e. Math, Science, Social Studies) and emphasize the
relationship of aesthetic elements inherent in the arts.
This interdisciplinary arts program is designed to fill
a need for integrated learning curricula in the elementary
school which gives equal importance to the arts as to
other areas within the curriculum.
This program is an interdisciplinary approach to
aesthetic education and is based on experiential explora-
tion and discovery techniques, the arts being the focus.
yi
Throughout this dissertation, this author emphasizes
that the arts-process
, that of "doing", "making", or
inventing" is a developmental learning process, one
by which the child or adult arrives at learning, self-
awareness and perception through 1) exploration,
2) discovery 3) invention and 4) communication. (See four
phases of the learning experience. Chapter 3, pp. 71-77)
Learning experiences are designed for related arts and
interdisciplinary arts but the arts process, the four
phases mentioned above, is inherent throughout each
learning experience.
Chapter 1 states the dual problem of 1) the arts in
isolation in the elementary school curriculum perpetrating
an imbalance between cognitive and affective areas of
learning, coupled with 2) inadequate teacher-training in
the arts. As a solution to this dual problem, this
author has designed an interdisciplinary arts program for
the pre-service teacher which will provide:
1. teacher-training in the arts that emphasizes the
inventive process of making art as the learning
process, (see pages 67-77 and 94-111)
2. teacher-training that considers the arts 'basic'
to the curriculum and places them in an equal and
integral position with other disciplines (i.e.
Math, Social Studies, and Science), (see pages
78-85 and 94-111)
3. teacher-training that includes the whole person,
feelings and intellect and emphasizes the self-
actualization of the teacher, (see pages 25-39,
67-70 and 94-111)
Vll
Chapter 2 explores the implications of the above goals
from a theoretical base. A review of literature pertain-
ing to holistic learning, self-actualization, active-
learning, creativity and the creative process, is presented.
The chapter concludes with a discussion of educators'
views concerning arts education as 'basic' to the curricu-
lum, and a review of several Arts Education programs for
teacher-training
.
Chapter 3 presents an overview of what the program
will look like in terms of the roles of teachers, ad-
ministrators, artists, and student teachers. The author
discusses the four-year plan for the program and pre-
sents suggestions for scheduling the proposed program.
Chapter 4 describes the anticipated functioning
of the program for pre-service teachers. Realistic
lessons and objectives for developing the program are
presented. Whereas Chapter 3 presents an overview.
Chapter 4 gives specifice experiential structures for the
learning experience, suggestions and methods for imple-
menting this author's concepts. The chapter concludes with
a description of suggested evaluation procedures.
Chapter 5 presents conclusions and recommendations
for further research. The author discusses the entry pro-
blem of her problem into an institution, and recommends
further research in terms of the arts and the learning
7iii
process
.
further
This chapter concludes with suggestions for
use of this author’s design for an Interdisciplin
ary Arts Program.
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CHAPTER 1
INTRODUCTION
Statement of the Problem
In the past, and too often in the present, instruction
in the arts has been isolated from other areas of learning.
In 1969 John D. Rockefeller III delivered the following
message to the General Assembly of the Arts and Education
Council of Greater St. Louis which substantiates the above
statement
.
Arts Education is considered a separate matter, not
woven into the fabric of general education. Our
present system is to involve some of the children-
usually those who demonstrate special interest or
talent-with one or two of the arts. Theatre dance,
film, architecture are virtually non-existent. As a
result, the teaching of history remains distinct from
art history. Our children graduate without under-
standing that the creative scientist and the creative
artist have a great deal in common. Segregated and
restricted in scope, the arts are a kind of garnish,
easily set aside like parsley.
A clear-cut conclusion emerges: we need to expose
ALL of the children in our schools to ALL of the
arts and to do so in a way that enriches the general
curriculum rather than reinforcing the segregation of
the arts. (Rockefeller III, 1969, n.p.)
Budgetary concerns compound the problem of the isolation
of the arts and reflect those attitudes exemplified by
Rockefeller III. Martin Engel (1972), Institute Advisor
for the Arts and Humanities states that although there are
1
2increasing concerns for affective areas of learning,
budgetary restraints are primarily in those areas.
These factors perpetuate an imbalance between the
cognitive and affective areas of learning for the indivi-
dual, making learning incomplete for the person who has
acquired a quantity of academic knowledge but spent little
time perceiving its relationship to the self. Engel (1972)
refers to this imbalance in terms of the nature of in-
struction in the arts provided for teachers. His state-
ments support the view that the nature of the arts
curricula is a reflection of the nature of the arts train-
ing for teachers. In an article entitled The Continuing
Education of Teachers of the Arts he writes:
Because the curriculum in the arts and in aesthetics
for the schools is poor or non-existent, what is there
to train in? While only a few educational researchers
are becoming aware of the profound interrelationships
between the various modes of symbolization and know-
ing, and between doing and knowing, most of the edu-
cation community still regard the arts and affective
activities as trivial and effete. (pp. 5-6)
Engel's (1972) emphasis here is on training that
involves the whole person and teaches "knowledge-of
"
rather than "knowledge-about" the arts, as distinguished
below by Robert Nesbit. The article by Nesbit (cited by
Engel, 1972) points out the substantial lack in most arts
teachers' training in "knowledge-of" or the "internalized.
conceptual integration of information" process of learning
3In German, that difference exists between Vernunft and
Verstandt. In French, the distinction is between
connaitre and savoir, or in English, "knowledge-of " or
"knowledge-about"
. The former is an internalized state
and involves the conceptual integration of information,
values and attitude. The latter, knowledge-about, is
simply thinking in an objective, logical framework.
In the arts, in the teaching of the arts, and in the
teaching of teachers to teach the arts, "knowledge-of"
or understanding, is the essential condition, so
devastatingly absent among most teachers of the arts,
and unheard of among teachers in the general class-
room (save a precious few). (Nesbit, cited by Engel,
1972, p. 16)
Carl Rogers (1969) substantiates the effectiveness of this
kind of learning when he states that "Learning which in-
volves the whole person of the learner, feelings as well
as intellect is the most lasting and pervasive (p. 162-163)
.
Because most school art programs value product rather
than process ("knowledge-about" rather than "knowledge-of")
a stress on the performance aspect of arts training has
been an additional factor in causing the arts to be iso-
lated from other disciplines. Imitation has taken pre-
cedence over discovery, the origin of creative art work.
Isolated, subject-oriented teaching structures teach the
technique in the name of the art form.
The primary responsibility of many art-specialists
has often been to prepare for shows, concerts, and per-
formances for parents. This focus tends to limit the
amount of time and energy directed toward basic ex-
plorations of the elements of the art form. Consequently,
4"knowledge-of " the art is absent in the child’s learning
experience. It is not uncommon for a student studying pri-
vately on a musical instrument, for example, to perform well
in school, receive excellent grades in music, but to grad-
uate knowing little of music theory, composition, history,
the relationship of music to science, social studies, or
to other art forms. Such a narrow approach to the arts is
perpetrated by schools giving the arts-specialist sole
responsibility for the child's arts education. If class-
room teachers can be trained to teach the arts in the
classroom, they can then work with the arts-specialists
and share in the responsibility of bringing all the arts to
children. Such an interdisciplinary approach can only
broaden the arts education experience for children.
The dual problem consists of: (1) the arts in isolation
in the elementary school curriculum perpetuating an im-
balance between cognitive and affective areas of learning,
coupled with (2) inadequate teacher-training in the arts.
As a solution to this problem, this author has designed
an interdisciplinary arts program for pre-service teacher
education
.
Piaget (1973) discusses the need for interdisciplinary
programs and cites the problem of "inertia of established
[compartmentalized] systems" (p. 28). His observations
parallel Engel's statements concerning the inadequate prepa-
ration of teachers.
5Future-researchers are ill-prepared in this respect,
owing to instruction which aims at specialization but
which ends in compartmentalization - the reason being
a failure to understand that all through speciali-
zation necessarily involves relationships between
many fields.
...although everyone talks of interdisciplinary needs,
the inertia of established systems, simply tend to
create a multidisciplinary situation. (Piaget, 1973,
p. 26)
Programs which emphasize the total learning capacities
of the individual, feelings as well as intellect, must pro-
vide structures which interrelate disciplines and enhance
the opportunities for the individual to see interrelation-
ships between separate subject areas, as Piaget stresses
in his above statement.
Such programs must begin with young children. Our
schools are places where this approach can occur. If we
begin with very young children and retain a consistent
environment of support, inventiveness, individuality, and
spontaneity, this author believes that the quality of
living for human beings can only improve. In view of the
dual problem, as stated on page 4 of this chapter, this
author has designed an interdisciplinary curricula struc-
ture suitable for accommodating the needs results from the
problem:
1. Teacher—training in the arts that emphasizes the
inventive process of making art as the learning pro-
cess ( "knowledge-of " the arts).
62 . Teacher-training that considers the arts "basic" to thecurriculum and places them in an equal and Integra?
lociantudiL?!*'®" aisciplines (i.e. Math, Science,
3. Teacher-training that includes the whole person,
reelings and intellect and emphasizes the self-
actualization of the teacher.
interdisciplinary" has grown in popularity
during the last decade, and includes a variety of interpre-
tations. Piaget (1973) presents the distinction between
interdisciplinary and multidisciplinary in his statement
on page 4 of this chapter by pointing out that inter-
disciplinary programs enhance the perception of the
individual to see relationships between separate fields
whereas multidisciplinary implies a compartmentalizing of
those separate areas
.
For this author, "interdisciplinary" means that the
arts are viewed and studied in relation to the total learn-
ing environment, stress being on process ( "knowledge-of "
)
rather than product ( "knowledge-about" ) . The arts are the
focus of this study because the purpose of the program is
to train teachers to teach the arts to children in a pro-
cess which enhances the interrelated nature of all areas
of learning including the arts. The focus of activity is
on the creative origin of each art form and is based on
exploration and discovery, using thematic material appli-
cable to all disciplines.
7Gerard L. Knieter (1971) describes his study of
interdisciplinary arts programs in an article "The Nature
of Aesthetic Education" appearing in the MENC (Music
Educators National Convention) publication Toward an
Aesthetic Education
. He points out that in most of the
interdisciplinary arts programs the arts are not the
focus but rather are placed in a superficial position to
"illustrate pervasive ideas" for other disciplines. The
focus in these programs is not on the process of making
art, but rather on the illustrative value of the arts.
[They] involve an investigation of the humanistic
view of life with a major focus on philosophical
and social values. Since the fundamental vehicle
of expression is language, the course pursues a
verbal approach. Curriculum materials exhibit a
strong English and Social Studies influence, and are
usually organized along thematic and chronological
lines. The arts are frequently used to illustrate
basic concepts, styles, and historical periods.
While it is true that within the body of this course
the arts can be presented aesthetically, what often
happens is that the arts become a handmaiden to
illustrate pervasive ideas. (Knieter, 1971, p. 17)
Knieter (1971) stresses that in related arts courses
or interdisciplinary arts programs, the "primary focus
should be the work of art" and that:
...although the arts may reflect symbolic allusion,
social message, or thematic material, works of art
should be primarily viewed from their aesthetic
orientation. . .
.
The key idea is that the experience of the art is
the most important element in aesthetic education,
(pp. 17, 19)
8Knieter's (1971) conclusions reinforce Engel's (1972)
discussion on the "knowledge-of
"
process of learning. Empha-
sis is on the experience rather than on the product of art.
Likewise, this author's program, an interdisciplinary
arts program, which focuses on "knowledge-of" processes in
^^ts education, can be categorized as Aesthetic Education.
Suzanne Langer (1958) has defined Aesthetic Education as
the "education of feeling" (p. 8) . For this author,
aesthetic education is the study of the arts and their re-
lationship to the whole person.
Morris Weitz (1972)
,
president of the Aesthetic
Education Center in Washington, D.C., writes in an article
entitled "So What is Aesthetic Education?"
It [Aesthetic Education] was conceived as a total
commitment to the arts and what they have to offer in
human development as an essential birthright of the
child as he begins his education . . . its aim is a
proper balance of the mind and the body, in which the
senses are awakened by the potentials of the arts.
(n.p.
)
Bennett Reimer (1971) links aesthetic education to a
new force in psychology, "third force". In his article
entitled "Aesthetic Behaviors in Music" appearing in the
book devoted to the study of aesthetic education by MENC
in conjunction with CEMREL, he discusses the relevance of
this new force in psychology, "third force" (also called
"phenomenological", "holistic", "self-actualistic" ) to
aesthetic education (p. 77)
.
He notes that this force is
9"concerned with deepening our understanding of human
functioning when such functioning is peculiarly 'human'
rather than machine-like or animal-like" (p. 77) .
Carl Rogers (1964)
,
a leader in this school of
psychology, describes the force in an article entitled
"Toward a Science of the Person". He says that this move-
ment
will attempt to face up to all the realities in the
psychological realm. Instead of being restrictive
and inhibiting, it will throw open the whole range
of human experiencing to scientific study. It will
explore the private worlds of inner personal mean-
ings, in an effort to discover lawful and orderly
relationships there. In this world of inner mean-
ings it can investigate all the issues which are
meaningless for the behaviorist
—
purposes, goals,
values, choice, perceptions of self, perceptions of
others, the personal constructs with which we build
our world, the responsibilities we accept or reject,
the whole phenomenal world of the individual with
its connective tissue of meaning. Not one aspect
of this world is open to the strict behaviorist.
Yet that these elements have significance for man's
behavior seems certainly true. (p. 119)
This author agrees that the concerns for aesthetic
education are paralleled by the concerns of the "third
force" psychologists and sees further implications for
teacher-training. A teacher-training program which claims
to increase the adequacy of the teacher, must attend to
the "human functioning" of that teacher. A further look
at third-force psychologists substantiates this notion.
(See Chapter 2, pp 25-30)
Numerous third-force psychologists have studied
creativity as a significant aspect of human functioning.
10
Abraham Maslow (1962) among others (see Chapter 2, pages 22-27
has produced definitive results relating creativity to
self-actualization". He is clear in defining the meaning
he gives to the word "creative". In noting that there
have been great talents (e.g. Wagner, Van Gogh, and Byron)
who could not be classified as psychologically healthy,
he states that psychological "health" and "special talent"
iridspsndent
, "separate variables, maybe only slightly
correlated, maybe not" (p. 135). Maslow states that he
is therefore speaking of "the kind of creativeness which
is the universal heritage of every human being that is
born, and which seems to covary with psychological health"
(page 135)
,
noting that "psychology knows very little
about special talent of the genius type" (p. 135)
.
Maslow' s (1962) findings on creativity present a
workable framework for viewing human potential. His own
term, "self-actualizing creativeness" (page 135) applies
to the level at which a human being is functioning cre-
atively. For Maslow, self-actualization and creativity
are functionally dependent. A creative person is self-
actualizing and visa versa. Further discussion of this
aspect of human functioning appears in Chapter 2, pages 28-35
It is Maslow' s view of self-actualization and
creativity that this author sees pertinent to training
more adequate teachers.
11
The program presented in this dissertation is directed
toward ways for the prospective teacher to actively pursue
the development of the potential characteristics unique to
the human being and her/his creative capacity. The ultimate
goal of this author's program in aesthetic teacher edu-
cation is self-perception, learning in terms of the self and
environment through aesthetic experiences which enhance
the creative potential of the teacher. This author en-
visions a "process person" similar to Maslow's (1971)
definition
.
What I am really interested in is a new kind of human
being that we need, the process person, the creative
person, the improvising person, the self-trusting
,
courageous person, the autonomous person. (p. 100)
This author is concerned with the process of nurturing
the natural inborn creativeness of every human being, keep-
ing it alive and fresh so that human beings may enjoy more
rewarding, spontaneous, joyful lives.
The Purpose of the Study
The purpose of this study is to:
1. design a curricular structure for pre-service
teacher-training which focuses on "knowledge-of " the
arts and their integral relationship to other disci-
plines (i.e. Social Studies, Science, Math)
.
2. design a series of active-learning processes which
involve the cognitive and affective areas of learn-
ing for the pre-service teacher.
design an interdisciplinary arts program which will
increase the adequacy of the pre-service teacher in
two ways
:
3 .
12
a. to use "knowledge-of " the arts processes in
the elementary school classroom as integral
to the total curriculum.
b. by developing self-actualizing and creative
human characteristics for the pre-service
teacher
.
Design of This Program
The program as designed will begin in the first semester
and continue throughout the eight semesters of the under-
graduate training for the elementary school teacher. The
learning process increases in complexity and experience as
the program progresses from the first year's exploration of
all of the arts to the fourth year's focus on teaching
techniques for the pre-service teacher. Chapter 3 provides
a detailed design for the program.
Educators from non-art areas (Math, Science, and
Social Studies) and art-educators (Visual, Music, Dance,
Drame, Language and Communicative) will be the instructors
of the program. Workshops for the instructors only will
1. familiarize the instructors with the process.
2. schedule team-teaching groups to facilitate inter-
disciplinary classes and workshops for the pre-service
teachers.
3. plan and develop themes and topics on which classes
and workshops will be based.
4 . schedule classes, workshops, and meetings in blocks
of time that accommodate the nature of this program.
13
The integration of the creative arts process with the
total academic learning environment will be based on the
function of threetypes of learning structures for the pre-
service teacher.
1. total workshops using a thematic approach involvinginput from all areas (see Chapter 4, pp. 96-104)
2. classes covering
a. integrated area skills and techniques
b. short-term objective projects
c. study of the elements and their interrelationships
in all areas
d. separate area inquiries which will be interrelated
in the interdisciplinary workshops
3. work with children during the last two years.
Specific views and methods for facilitating the above
are presented in Chapters 3 and 4 where an overview of the
program and the shape of the activity is clarified.
This program trains the teacher in self-actualizing
,
perceptual learning methods through a creative arts process
which makes her/him a more adequate teacher. The method-
ology is an adult-oriented teacher preparation program
because it is only after teachers first internalize the
development of this experiential learning that they can
then be equipped to work with children. The arts are an
integral part and major component of this learning process
and are integrated with the total learning environment.
14
The actual learning process of exploration^discovery^
invention^communication is clarified in Chapters 3 and 4 and
is used throughout the designs for implementing this pro-
gram.
Definitions derived from this study are presented
below in order to clarify the specific meanings of the ter-
minology used by this author in the presentation of this
dissertation
.
Definitions
The arts are aesthetic forms of expression and include
music, dance, drama, visual arts, language arts, and communi-
cative arts.
Aesthetic describes one's sensory or artistic
perception.
Aesthetic education is the study of the arts and the
whole person. It is a learning process that includes the
feelings and intellect of the individual focusing on the
study of the arts.
Creativity is an aspect of human energy, (observed as
a spontaneous characteristic in very young children)
,
to
explore and construct new ideas, connections, meanings and
objects in a process which involves the integration of
feelings and intellect of the whole person.
"Third-force" is a movement in psychology which
studies the whole person in terms of total human expe-
rience, "the whole phenomenal world of the individual
with its connective tissue of meaning". (Rogers, 1964,
p. 119)
Interdisciplinary arts means that the total curriculum
is interrelated in design and actual experience and that
the arts are the focus of the experience.
Process-oriented means that the learning takes place
throughout the natural sequence of experiential activities.
15
ThG procGSS dGVGlops from initial ©xploration to discovary,
through invention to coramunication
.
This program is an interdisciplinary arts program
involving integrated learning processes. It is humanistic
in its ccpnception, aesthetic in its intent, interdisci-
plinary in its structure, and process-oriented, an endeavor
for discovery through experiential means. The program is
an interdisciplinary approach to aesthetic education and is
based on experiential exploration and discovery, the arts
being the focus. The process is one by which the child or
adult arrives at learning and a sense of self, through
insight, perception, expression and communication.
Rationale for This Program
The need for change in teacher-training for the
elementary school teacher has led this author to design an
interdisciplinary arts program which attends to the dual
problem as stated on page 4, that of: (1) the arts in
isolation in the elementary school curriculum perpetuating
an imbalance between cognitive and affective areas of learn-
ing, coupled with (2) inadequate teacher-training in the
arts
.
A search through the ERIC files. Educational Research,
and Dissertation Abstracts, shows that there are hO re-
ported four-year pre-service elementary teacher-training
programs utilizing the arts as the core of the program.
Chapter 2 .will discuss other programs which reflect similar
but different approaches to the problem as stated above.
It is apparent that in-service programs have been far more
frequent than pre-service programs (Purcell, 1969).
16
Chapter 2 will present some details regarding several of
these programs.
This author's rationale for a pre-service program is
based on the view that the in-service teacher cannot apply
concentrated study to the elements of the arts due to time
limitations. S/he rather must rely on the sporadic glean-
ings of art-specialists and visiting artists who often do
not attend to the interdisciplinary nature of the arts.
This author believes that pre-service training in the
arts as part of teacher-training and integral to the total
curriculum, is essential for the teacher who is responsible
for childrens' educational growth. This teacher will enter
the classroom with an adequacy shared by few teachers at
present, to teach the arts to children through "knowledge-of
"
processes which establish the equal position of the arts
in the elementary curriculum and to view the arts process
as a creative human process which enhances self-perception
for the child and adult.
With increasing concern and advocacy for Arts Education
in the schools (Broudy, 1979; Culkin, 1978; Engel, 1978;
Rockefeller, 1977) teachers trained in such a program will
serve a dual function in the classroom. They will broaden
the learning experience of the child to include the arts
as a major part of the curriculum and likewise broaden and
change the school curriculum in general. The arts will be
considered "basic" courses of study.
17
The teachers graduating from such a program will be far
more desirable from the viewpoint of administrators who wish
to see the arts given more emphasis in the curriculum.
Recent studies (Broudy, 1979; Culkin, 1978; Engel, 1978;
Rockefeller, 1977) substantiate the cognitive value of arts
education, which gives administrators further reason to
search for teachers qualified to teach the arts. Often the
school budget provides for only one or two arts-specialist
and rarely attends to all of the arts. It is more common
to have only a music and arts specialist at the elementary
level. Seldom does one see a Dance, Theatre, or Communi-
cative arts specialist in an elementary school. The
implementation of a program such as the one presented in
this dissertation, will partially satisfy the need for all
of the arts in the elementary school curricula. In terms
of the job market, it appears to this author that a teacher
graduating from such a program would be far more desirable
than one having limited or no arts education.
Training such as this program offers, will relieve the
common fear that many classroom teachers have regarding
the inclusion of the arts in the school curriculum. Be-
cause the classroom teacher has been inadequately trained
in the arts, s/he tends to ignore arts experiences al-
together as part of the curriculum. Out of fear and
ignorance, on the part of the elementary classroom teacher,
18
in general, the arts have been presented only when the arts
specialist sees the children which is sometiines only 20
minutes a week. In addition, the arts specialist has been
inadequately trained to interrelate the arts and other
areas of the curriculum. Often, s/he is unaware of other
subject area activities. Due to tight scheduling, lack
of communication between the arts specialist and classroom
teacher, or inadequate training in the interrelated aspects
of the arts, the arts remain separate and minor to the
elementary school curriculum.
This program will provide teachers with the aesthetic
and communicative techniques for integrating all aspects
of the school curriculum. As increasing numbers of pre-
service teacher-training institutions provide similar
programs for their students, the quality and adequacy of
our teachers will improve.
This author sees the purpose of this program for the
pre-service teacher, on a dual track, one reinforcing the
other. The program on the one hand emphasizes the arts
training of teachers through "knowledge-of " the arts pro-
cesses and on the other stresses the self-actualization
process of the teacher. As is substantiated by Maslow's
(1962) theories on "self-actualizing creativeness"
mentioned earlier, these two tracks covary. This author
contends that the inventive process of making art is a
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self-actualizing process. The result will be a teacher who
is highly adequate to enter the classroom for children, and
who will attend to all the arts as "basic" and integral to
the total curriculum.
Organization of the Dissertation
The following pages contain this author's design for
her dissertation, An Interdisciplinary Arts Program for
Pre-Service Teacher-Training .
Chapter 1 presents a description of the dual problem
as seen by this author in educational curricula, that of:
(1) the arts in isolation in the elementary school curric-
ulum perpetuating an imbalance between cognitive and affec-
tive areas of learning, and (2) inadequate teacher-training
in the arts. The purpose of the study and rationale for
this author's program stem from the problem as stated above,
and are discussed in terms of a solution to the problem.
A definition of terms used and referred to by this author
is specified here. This chapter concludes with the for-
mat of the dissertation.
Chapter 2 is a review of the literature relevant to
the preparation of this author's program. The author
substantiates her point of view through a presentation
of theoretical works of "third-force" psychologists,
educators and artists concerned with interdisciplinary
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concepts in the arts and education. This chapter concludes
with a discussion of teacher preparation programs which
resemble the intent of this author's program.
Chapter 3 is a description of the program. It
presents an overview of what the program will look like in
terms of the roles of teachers, administrators, artists,
and pre“service teachers. The author discusses her con-
cept of a teacher-preparation program involving an inter-
disciplinary approach.
Chapter 4 describes the anticipated functioning of
the program for pre-service teachers. Realistic lessons
and objectives for developing the program are presented.
Whereas Chapter 3 presents an overview. Chapter 4 gives
specific experiential structures for the learning expe-
rience, suggestions and methods for implementing this
author's concepts. This chapter concludes with a des-
cription of suggested evaluation procedures.
Chapter 5 presents conclusions and recommendations
for further research. The author discusses the entry prob-
lem of her program into an institution, future evaluation
procedures for the total program, and recommends further
research in terms of the arts and the learning-process.
This chapter concludes with suggestions for further use of
this author's design for an Interdisciplinary Arts Program.
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CHAPTER 2
A REVIEW OF THE LITERATURE
Introduction
As previously stated in Chapter 1, the goals of
this Interdisciplinary Arts Program for Pre-Service
teacher-training are to assist the pre-service teacher in
the development of an improved awareness of self, learning,
and environment, and to provide instructional techniques
in the arts that regard self-actualization, active-learning,
and creative involvement as integral to the process of
learning. Arts Education will be considered 'basic' and
necessary to the total curriculum and will be viewed in an
interdisciplinary context. This chapter will explore the
implications of these goals from a theoretical base. A
review of literature pertaining to holistic learning,
self-actualization, and creativity will be presented.
Following this will be a discussion of educators views
concerning Arts Education as 'basic' to the curriculum,
and a review of several Arts Education programs for
teacher-training
.
Self-Perception and Self-Actualization
A definition of self by Carl Rogers (cited by Evans,
1975), the "third-force" psychologists, presents the holistic
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view necessary for integrated learning as viewed by this
author
.
To me, the self includes all of the individual's
perceptions of this organism, of his experience, and
of the way in which those perceptions are related to
other perceptions and objects in his environment and
to the whole exterior world, (p, 16)
Roger's theory that people behave according to how
they perceive themselves was a base upon which later
third-force psychologists built. He was the first to study
the self as an object and as a "process of becoming" (Rogers
cited by Labener and Greene, 1969, p. 8). He saw the self
as the center from which all human perception and behavior
develops. Abraham Maslow (1962) clarifies the"process of
becoming" when he states that "The process of growth is the
process of becoming a person" (p. 202) . Rogers and Maslow
both used the term "self-actualization" to describe the
process of "healthy" growth for the individual, a force in
the human being "to become his potentialities" (Rogers, 1962,
p. 66)
.
The following attempts to define "self-actualization"
include the various meanings applied to the term.
Maslow (1962) writes:
Healthy growth is... usually defined now as "growth
toward self-actualization" etc. Some psychologists
speak simply in terms of one overarching goal or end,
or tendency of human development, considering all
immature growth phenomena to be only steps along the
path to self-actualization. . .
.
Self-actualization is defined in various ways but
a solid core of agreement is perceptible.
definitions accept or imply, (a) acceptance and
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expression of the inner core or self, i.e.,
actualization of these latent capacities, and
potentialities, "full functioning" availability of
the human and personal essence. (b) They all imply
presence of ill health, neurosis, psychosis,
of loss of diminuation of the basic human and personal
capacities, (p. 197)
Maslow (1962) stresses the occurance of "peak
experiences" in the process of self-actualization, the times
when individuals are closest to their "real self" (p. 106)
,
when the rational and irrational parts of the person become
ore. The individual looks and feels more integrated, "less
split or dissociated, less fighting against himself, more
at peace with himself" (p. 104)
.
The peak experiences are moves toward health and are
themselves, momentary healths, (p. 210)
The person in the peak-experience feels himself to be
at the peak of his powers, using all his capacities
at the best and fullest. In Rogers' nice phrase, he
feels "fully-functioning". He feels more intelligent,
m.ore perceptive, wittier, stronger, or more graceful
than at other times, (p. 105)
To conclude, Maslow (1962) writes, "peak experiences are
life-validating, i.e. they make life worth while", (p. 210)
Roger’s (cited by Evans, 1975) definition refers to
the aspect of change in the process of self-actualization.
Self-actualization implies that the person is
acceptantly aware of what's going on within and is
consequently changing practically every moment and
is moving on in complexity, (p. 17)
Rogers (Rogers, 1962) stresses the self-actualized
individual's openess to experience, her/his ability to
trust her/his self and others, and her/his increased
creative ability. Maslow and Rogers both stress that
the self-actualized person is "together", whole, one with
her/his self and the world.
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Combs (1962) and Kelly (1962) both see the self-
actualized person as less afraid of making mistakes, more
able to solve problems, more risk-taking, and less self-
conscious. S/he is able to accept her/his self and is
consequently more accepting of other people.
Maslow, Rogers, Combs, and Kelly all point to the fact
that self-actualizing people are more creative. They are
more able to respond, to experiment, to improvise, to
discover, and to invent. Rogers (1962) states that
self-actualization is the motivation for creativity.
The mainspring of creativity appears to be the same
tendency we discover so deeply as the curative
force in psychotherapy — man's tendency to actualize
himself, to become his potentialities.
By this I mean the directional trend which is evident
in all organic and human life—the urge to expand,
extend, develop mature—the tendency to express
and activate all the capacities of the organism,
to the extent that such activation enhances the
organism or the self. (pp. 65-66)
Maslow writes;
This ability of healthier people to dip into the
unconscious and preconscious , to use and value their
primary processes instead of fearing them, .. .turns
out to be one of the main conditions of creativity
.
(p.209)
A further discussion of creativity and the creative
process continues. It is significant at this point to note
that creativity (as defined on p. 14) , an inherent potential
characteristic in all people, is closely linked to self
actualization. In fact, the creative process and the
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self-actualizing process appear to be synonomous
,
to use
Maslow's (1962) term.
We can then understand why psychological health is so
tied up with certain universal forms of
creativeness (aside from special talent) as to lead
some writers to make them almost synonymous, (p. 209)
Maslow (1962) discusses the significance of the
self-actualization process for education and states that
"a society can be either growth-fostering or growth
inhibiting ... the same is true for education tc the extent
it fosters growth toward self-actualization it is "good"
education". (p. 211)
It would seem apparent that teachers must engage in
the process of self-actualization in order to foster the
same growth-process for the student. A.w. Combs
(1962, p. 53) applies these theories to the teacher, who,
he says is as good as she believes she is. (See also
Sergiovanni and Starratt, 1970, p. 256). Jersild (1955)
substantiates Comb's (1962) statement by saying that the
teacher must know herself/himself before she can attempt
to know the child. If the self is the focus for interpre-
ting the individual's world, and in this case, the teachers',
then the process of growth toward self-actualization must
be practiced through programs for teacher-education.
Snygg and Combs, (1959 believe that all behavior is
a result of phenomenological circumstances, and that
perception of self and environment are continuously
interrelated in the processes of human behavior. Like
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Rogers and Maslow, they refer to the aspect of change
during the process of self-actualization for the teacher.
Combs et al (1965) state that the teacher changes in
nature and development in direct relation to the change
in self, during the process of self-actualization. Snygg
(1966) also emphasizes the phenomenon of change in the
developmental growth-process of self-actualization, and
states that the purpose of education is to "help the
individual achieve a more fruitful and realistic concept
of hiitiself and the universe." (p. 85) Rogers (1967)
reinforces the above views by stating that the goal of
education is to develop individuals who are adaptable and
able to adjust to change, the crucial factor in present
society
.
In the world which is already upon us the goal of
education must be to develop individuals who are
open to change, who are flexible and adaptive, who
have learned how to learn, and are thus able to
learn continuously. Only such persons can construc-
tively meet the perplexities of a world in which
problems spawn much faster than their answers.
The goal of education must be to develop a society
in which people can live more comfortably with change
than with rigidity. (p. 717-721)
If we act on the belief that our society is directly
related to our educational environment, educational systems
must focus on the teacher, her/his development, her/his
growth, the process of learning transmitted by her/him to
the children. (Purkey, 1970) Combs (1978) writes
:
If the determinants of good teaching lie in the per-
ceptual-belief systems of teachers, as a considerable
body of research now suggests, then teacher education
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must adapt to this new understanding by movinq towardporsonal humanistic approaches.
i-hc.
person of the teacher must be central in
will
^ perceptual-humanistic psychology
r.
Required to provide the guidelines for programand practice. We have barely begun to apply such
^
thinking to teacher preparation. Whenever we do itpays off handsomely. (pp. 558-561)
The following discussion of active-learning presents
this author's view of an integrated-learning process, similar
to the self-actualization process as reviewed above and the
creative process reviewed on pages 35-38. The implications
from these reviews suggest that educators must look first
the child's natural learning process before preparing
teachers to teach children. Piaget has done just that.
He looks at the child in order to see the nature of the
learning process.
Active - Learning
"Self-actualization" as defined by Rogers compares
to what Piaget calls "equilibration" in the developmental
learning process of very young children. The process of
"equilibration" is a continuously changing internal state
in the active intellectual development of young children.
Furth (1970) defines it as "the regulatory factor that
unifies evolution and development (of intelligence) as a
state (an equilibrium)
,
it is a continuously changing
balancing of active compensations (p. 159) . The aspect of
continual change, the experience of transformation in
Piaget's terms, and the adjustment to change, the internal
equilibrium, happens naturally in young children and
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compares to the state of continual change referred to by
Rogers in his definition of the process of self-actualiza-
tion
.
Transformation is the active experience of construct-
ing knowledge for Piaget (1970) . It is an internal aware-
ness of connections and structures during the learning
process. In defining knowledge, Piaget (1970) emphasizes
the aspect of invention during transformation which, he
says, is always involved in the process.
Knowledge, then, is a system of transformations
that become progressively adequate.
...knowledge results from continuous construction,
since in each act of understanding some degree
of invention is involved; in development, the
passage from one state to the next is always
characterized by the formation of new structures
which did not exist before. (p. 15)
Piaget's epistomology supports the view that children
continue to change and develop their perceptions in
relation to new encounters and the activities related to
those encounters (Furth, 1969). Active-learning, or
knowing an object results from the activity involved
during an encounter with that object rather than imitating
or copying that object. An analysis of active-learning
points out the inventive (or creative) aspect of the
learning process.
Knowing an object does not mean copying it... it means
acting upon it. It means constructing systems of
transformations that can be carried out on or with
this object. Knowing reality means constructing
systems or transformations that can be carried out on
or with the object. (Furth, 1969, pp. 106-107)
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The active learning process involves the experience
of transformation and, in Piaget's (1973) words, results in
creative rather than imitative minds".
if teaching of the sciences is to adapt to the
conditions of scientific progress and form creative
^^ther than imitative minds
,
it should stress
structuralism which with its interdisciplinary vision
IS gaining more and more acceptance and support, (p. 28)
Active-learning involves the constructing of new
connections internally in a natural sequence, the duration
of which is unique to each individual (Piaget, 1973).
The Piagetian epistemology supports the view that no one
can command a performance of this kind of structured
learning but rather provide the environment so that it may
occur. The learner's activity is the key to her/his
knowledge and the realistic process of discovery of that
knowledge (Ginsburg and Opper, 1969). Piaget's (1973)
theories influence support for integrated learning
environments using active exploration and discovery
techniques; learning structures which involve the whole
person; and interdisciplinary rather than compartmentalized
programs
.
Integrated learning processes provide opportunities
for the child to structure learning based on her/his
internal perceptions of ideas, objects, and experiences.
Piaget (1973) stresses the need for interdisciplinarv
studies at all levels of education (see Chapter I,pp. 4-5) so
that creative rather than imitative learning can predominate
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(see #20)
.
He views the role of the teacher as a
facilitator of active-learning processes and an integrator
of the "real and material action" of the child, (pp. 103-104)
Piaget (1973) defines intellectual education as
"learning to master the truth by oneself at the risk of
losing a lot of time and of going through all the
roundabout ways that are inherent in real activity"
(pp. 105-106) . He says that the most difficult thing for
the adult (teacher) is to "know how to appeal to the
spontaneous and real activity of the child or adolescent.
Only this activity, oriented and constantly stimulated
by the teacher, but remaining free in its attempts, its
tentative efforts, and even its errors, can lead to
intellectual independence" (pp. 105-106). He suggests that
the teacher begin with "the real and material action" of
the child rather than with "language (accompanied by
drawings, fictional or narrated actions , etc .)" (pp. 105-106)
which he sees as "the true cause of failure in formal
education" (pp. 105-106) for young children.
Piaget's findings on the learning process imply that
teachers must be trained to facilitate creative learning
processes for children. The following review of creativity
and the creative process reveals that the self ( in this
case the teaching-self) is the point of origin for develop-
ing the creative capabilities of the teacher.
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Creativity and Self-Actualization
Coinbs
,
Rogers, Kelley, and Maslow agree that
creativity is inherent in the human being and that its
development varies according to the individual and her/his
environment." They note similar characteristics of the
creative, fully-functioning (Rogers/Kelly), self-actualized
(Maslow), adequate (Combs) person (Combs, 1962). Combs
(1962) stresses the importance of a positive sense of self
so that the individual will be "open" to the experience
of creative phenomena.
With a positive view of self one can risk taking
chances ; one does not have to be afraid of what is
new and different. . . an adequate person can launch
himself without fear into the new, untried and the
unknown. A positive view of self permits the
individual to be creative, original and spontaneous.
...adequate people possess perceptual fields maximally
open to experience. That is to say their perceptual
fields are capable of change and adjustment in such
fashion as to make fullest possible use of their
experience. (p. 141)
Rogers (cited by Combs, 1962) states that the "fully-
functioning person is a creative person", (p. 141) and
that creativity develops for the individual as her/his
self-trust grows more positive. Rogers (cited by Combs,
1962) defines the creative person as one who is "sensitively
open to all of his experience sensitive to what is going
on in his environment, sensitive to other individuals with
whom he is in relationship and sensitive perhaps most of
all to the feelings, reactions and emergent meanings which
he discovers in himself." (p. 141)
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Kelly (cited by Combs, 1962) also stresses the idea of
openness to experience and the ability of self to respond.
Because "life is evermoving and ever-becoming, the fully
functioning person is cast in a creative role ... creation is
not something that occurred long ago... but is now going
on." (p. 142).
Maslow (1962) discusses creativity in terms of his
personal change of mind.
I soon discovered that I had, like most other people,
been thinking of creativeness in terms of products,
and secondly, I had unconsciously confined creative-
ness to certain conventional areas only of human
endeavor unconsciously assuming that any painter, any
poet, any composer was leading a creative life.
Theorists, artists, scientists, inventors, writers
could be creative. Nobody else could be. (p. 135)
As Maslow (1962) studied the idea of creativity, he
came to apply the word "creative" (and also the word
"esthetic") not only to products but also to people in
a characterological way, and to activities, processes,
and attitudes
.
And furthermore, I had come to apply the word
"creative" to many products other than the standard
and conventionally accepted poems, theories, novels,
experiments or paintings. (p. 137)
Maslow (1962) defines three stages of creativity for
the ultimate functioning and fulfillment of the inherent
human characteristic.
p]^litiary creativity is a fundamental characteristic,
inherent in human nature, a potentiality given to
all or most huinan beings at birth which most often
is lost, buried, or inhibited as the person gets
enculturated. (p. 138)
secondary creativity is essentially the consolidation
aevelopment of other people's ideas. it parallelsthe difference between the commando and the military
between the pioneer and thesettler, (p. 144)
integrated creativity is that... which usesboth types of process easily and well, in good fusion
or in good succession.
.. it is from this kind that
comes the great work of art, or philosophy, or
science (p. 144)
Maslow likened his adult subjects who were self-
actualizing, to children, who by nature "live far more in
the real world of nature than in the verbalized world of
concepts, abstractions, expectations, beliefs and stereo-
types." (p. 137) (comparable to Piaget's observations
presented on page 28). These self-actualizing individuals,
who were in their fifties and sixties, exhibit "inherent
creative characteristics" and appear to be creative in
most aspects of their lives. Maslow saw that they re-
tained desirable child-like qualities. The essential
quality of "self-actualizing creativeness" (Maslow' s term)
that Maslow (1962) finds is;
a special kind of perceptiveness that is exemplified
by the child in the fable who saw that the king had
no clothes on (this too contradicts the notion of
creativity as products) , Such people can see the
fresh, the raw, the concrete, the ideographic, as
well as the generic, the abstract, the rubricized,
the categorized and the classified. Consequently,
they live far more in the real world of nature than
in the verbalized world of concepts, abstractions,
expectations
,
beliefs and stereotypes that most people
confuse with the real world, (p. 137)
Maslow (1962) summarizes his comments on creativity
as "an increased stress on the role of integration (or
self-consistency, unity, wholeness) in the theory of
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creativeness
.. .dichotomies resolved into unities." (p. 132 )
Maslow likens the phenomenon to the "artist" who "is able
to bring together clashing colors, forms that fight each
other, dissonances of all kinds, into a unity" (see
Picasso's quote, p.36 ).
So also in my subjects were many other dichotomies
resolved into unities, cognition vs. conation
(heart vs. head, wish vs. fact) became cognition
"structured with" conation as instinct and reason
come to the same conclusions. Duty became pleasure,
and pleasure merged with duty. The distinction
between work and play became shadowy... These
same people the strongest egos ever described
and the most definitely individual, were also pre-
cisely the ones who could be most easily ego-less,
self-transcending, and problem centered.
But this is precisely what the great artist does.
He is able to bring together clashing colors, forms
that fight each other, dissonainces of all kinds, into
a unity. And this is also what the great theorist
does when he puts puzzling and inconsistent facts
together so that we can see that they really belong
together. And so also for the great statesman,
the great therapist, the great philosopher, the great
parent, the great inventory. They are all inte-
grators able to bring separates and even opposites
together into unity (p. 139-140)
Maslow (1962) found that the most outstanding factor
in the environment necessary for creativity was an "absence"
of fear." This was true in both the inner self of his
subjects and in the environment created by the self-
actualized person. Following is a phenomenalogical
description by Maslow (1962) of his findings:
In trying to figure out why all this was so it seemed
to me that much of it could be traced back to the
]70lative absence of fear in my subjects. They were
certainly less enculturated. . . less afraid of what
other people would say or demand or laugh at. They
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had less need of other people and therefore depending
on them less, could be less afraid of them and less
hostile against them. Perhaps more important, however,
was their lack of fear of their own insides, of
their own impulses ,emotions
,
thoughts .. .more self-
accepting than the average .. .more spontaneous (less
controlled, less inhibited, less planned, less willed
and designed)
. They were less afraid of their own
thoughts even when they were "nutty" or silly or crazy.
They were less afraid of being laughed at or of being
flooded by emotion. In contrast, average and neurotic
people wall off through fear, much that lies within
themselves. They control, they inhibit, and they
repress and they suppress. They disapprove of their
deeper selves and expect that others do too.
What I am saying in effect is that the creativity of
my subjects seemed to be an epiphenomenon of their
greater wholeness and integration, which is what
self-acceptance implies. (p. 140)
Creativity and the Creative Process
Contemporary theorists studying the phenomenon of the
creative process, express ideas and definitions which
parallel Maslow's findings on self-actualization and
creativity
.
Bruner (1962) in discussing the creative act, like
Maslow, emphasizes the unification of activities and ideas
during the process of creating. He states that "the act
of a man creating is the act of a whole man, that it is
this rather than the product that makes it good and worthy"
(p. 18). He defines the creative act as "an act that
produces effective surprise .. .The content of the surprise
can be as various as the enterprises in which men are
engaged" (p. 18). He continues, "all the forms of effective
surprise grow out of combinatorial activity , a placing of
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things in new perspectives, (p. 18) It is this combining
(paralleling Piaget's structuralism) the integrated activity
and aesthetic choice, that is the creative process.
Bruner (1962) views the "effective surprise" as a result
of aesthetic decisions unique to the individual's internal
structuring of activity and discovery. Genuine aesthetic
judgment must come from within the person and therefore be
a unique expression of that individual's perceptions.
Picasso (Ghilselin, 1952) clarifies this distinction.
What a sad thing for a painter who loves blondes but
denies himself the pleasure of putting them in his
picture because they don't go well with the basket
of fruit! What misery for a painter who detests apples
to have to use them all the time because they harmonize
with the tablecloth! I put in my pictures everything
I like . So much the worse for the things - they have
to get along with one another. (P. 56)
Rogers (1954) stresses internal judgment in his
discussion on the creative process. He states that "the
most fundamental condition of creativity is that the source
or locus of evaluative judgment is internal. The value of
the product is, for the creative person, established not by
the praise of criticism of others, but by himself", (p. 249-
260)
Parnes and Torrance, leaders in the field of educa-
tional research on creativity , substantiate that creativity
in the individual can be enhanced and developed. Parnes
(1963) likens the realization of creative behavior to
self-actualization and says that "we do know how to
stimulate greater creative behavior in individuals. It is a
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matter of helping them to release whatever creative potential
they possess, like removing the governor from an automobile.
The individual's creative ability is frequently so repressed
by his education and experience that he cannot even
recognize his full potential, let alone realize it. Once
he can be helped to do so, he may attain what Maslow calls
'self-actualization'", (p. 331-339)
Torrance (1961) states that "the most promising area,
if we are interested in what can be done to encourage
creative talent to unfold, is that of experimentation with
teaching procedures which stimulate students to think
independently, to test their ideas, and to communicate
them to others. (N.P.) His studies have shown that
creativity in the individual is more often than not inhi-
bited and unfulfilled because of education systems and
structures which discourage creative behavior.
Frank Barron (1969) in his book Creative Person and
Creative Process elaborates on Torrance's findings.
Torrance's studies of developmental patterns throughout
the elementary grades have made him especially alert
to the damping effect of the school system upon
creativity. Creative children in the first three
grades, especially boys, often have a reputation
among the other children for having "silly ideas"
or "naughty ideas" or are thought of as "wild" by
their teachers. By the end of the third grade they
have usually learned to be evasive and to keep their
thoughts to themselves, (p. 127)
A review of Maslow' s theories on self-actualization
and creativity coupled with Torrance's view that the
responsibility of educational structures is to develop the
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creativeness of the individual, strengthen the review of
other theorists presented in this Chapter (Piaget, Bruner,
Rogers, Parnes, Coitibs, Kelly)
. At this point the literature
reviewed substantiates the following:
1. The person responds according to how s/he perceives
herself/himself and how s/he feels others perceive
her/him.
2. The self and learning are directly related to the
individual's environment and reflect all of her/his
perceptions and experiences.
3. The learning process is a creative, self-actualizing
one, involving the whole person (intellect and feeling)
which internally structures change (transformation)
,
active experience (active-learning)
,
integrated
perceptions and connections and discovery.
4. The learning environment must be free from fear and
permit creative expression, behavior, and internal
aesthetic judgments. It must allow for unique human
perceptions (learning is never quite the same for
two people)
.
5. The creative process involves the whole unique person
and unifies the activities, ideas, perceptions, and
imaginations by an internalized aesthetic decision
unique to the individual.
6. Creativity is a natural force in the human being which
can be inhibited or developed.
7. Educational structures and teachers can stiumlate,
enhance, and develop the creative potential of the
child.
The above review provides the theoretical basis for
^0 y^0 loping a pre—service teacher-training structure which
provides opportunities for the teacher to develop:
1. a positive sense of self and therefore be a more
sensitive human being and a better teacher.
understanding and perceptions based on the self-actual
ization process and the creative learning process.
2 .
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3. an awareness of appropriate learning environments.
4. creativity in herself/himself and an understanding
of the environment necessary for the creative process.
Because this author
' s program is designed to prepare
elementary school teachers to integrate the arts with the
total elementary curriculum, a review of educators who
perceive arts education and the arts process in education
as a creative and self-actualizing process
,
integral to
learning and human experience, is presented below. This
review exemplifies the concern of educators for arts
education as 'basic' in the total curriculum and presents
some of the "new directions" in arts education for
teacher-training
.
Arts Education
The preceding review of selected literature on the
theories of creativity and self-actualization prepare the
reader for a discussion of arts education as a "basic"
discipline in education. Recent studies in arts education
(and aesthetic education) direct their attention to this
view.
Harry S. Broudy (1979) professor emeritus in philosophy
of education at the University of Illinois , presents a
strong case for arts education as a basic discipline in
his article "ARTS EDUCATION: Necessary or Just Nice?"
appearing in the January '79 issue of writes:
It is (the) relation between imagination and the
other functions of the mind that grounds the claims
of arts education, (p. 348)
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Broudy (1979) states that "the intimate connection
between imagination and the intellect has been forgotten,
overlooked, and neglected — especially in our schools"
(p. 348). He further states that there has been a "grand
misunderstanding that the imagination — can be left to
develop without tuition, and that formal instruction is to
be concentrated on skills of cognition and problem solving.
Broudy bases his analysis of the problem on "the relation
of images to language, to thought, and to feeling" (p. 348).
in the beginning was the image, not the word; the
forms of feeling
,
not the forms of thought. Concepts,
logically and psychologically come later than percepts
and percepts are images, (p. 348)
John Culkin (1978) director of the Media Studies Program
at the New School for Social Research in New York City, in
his article "Forward to Basics" appearing in the May/June
*78 issue of Media and Methods
,
parallels Broudy 's (1979)
rationale when Culkin insists that arts education is based
in the "sensory and expressive needs of the child" (p. 4 3) .
The process of art is the process of life — an effort
to introduce order, form, and discipline into the
chaos of random experience, . .The use of the arts to
develop sensory and psychic strength and flexibility
is not just an abstract ideal. It is a necessity in
a time when the din and clutter of the new media are
dulling and numbing the sensitivities of children
and constantly escalating the threshold of sensation,
ever pressing for the new stereotype, cliche, trend
that can be packaged, hyped, and sold to the largest
possible audience, (p. 43)
Broudy (1979) would agree that the need for aesthetic
education is stronger now than ever before due to our
media—oriented
,
packaged environment where "images displace
41
reality" (p. 350) . The examples presented by Broudy
enlighten the reader. in attempting to point out the
tremendous importance given to the image in contemporary
life, Broudy (1979) presents several statements which
illustrate that many individuals do not "test the validity"
of check our judgments on aesthetic clues" (p. 349)
That man has a weak chin; I wouldn't vote
for him to be a dogcatcher."
"Nobody with a messy desk like that can think
straight about anything."
"I've got a piece of the rock!"
"Look at those dirty jeans and long hair; no
wonder the streets aren't safe."
"You can tell by the sign that this is an
expensive place to eat."
"The bank building must say, 'Your money is
safe here' ". (p. 349)
In relating this to the arts, Broudy (1979) states that
"Even the arts themselves—the pre-eminent producers of
images—are understood not so much by what they produce
as works of art as by what the media have to say about the
art world... the public is told what to see and what to
believe" (p. 349)
.
In his further discussion of the displacement of
reality by the image, Broudy (1979) cites a book by
Daniel J. Boorstin, The Image: A guide to Pseudo-Events
in America. He presents a joke cited by Boorstin which
depicts someone saying to the mother of a child, "What a
lovely child," to which the mother replies, "That's nothing;
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you should see her picture" (p. 349) . This joke vividly
portrays the dramatic truth in Broudy
' s theory that the
image has displaced reality in many people's thinking.
Broudy and Culkin both point to the arts education or
the "mode of aesthetic experience" as a means to integrate
reality and the imagination, the rational and irrational,
the intellect and the feelings. Culkin (1978) refers to
Maslow throughout his article, and states that Mas low is one
of the few who has commented on this. He cites the follow-
ing comments by Maslow;
It seems to me terribly impressive, as I read the
creative literature, that the relationship with
psychological health is so crucial, so profound, so
terribly important, and so obvious, and yet it is
not used as a foundation on which to build... Only
now are we becoming quite sure that the integrated
person, the fully evolved human, the fully matured
person must be available to himself at both these
levels, simultaneously, (p. 60)
Culkin (1978) speaks of the absence of the words "feel-
ings" and "emotions" in the literature on aesthetic educa-
tion, which he states are "the heart of the arts" (p. 60) .
There is a lack of harmony in dealing with aesthetic
experience in an antiseptic and bloodless fashion. It
seems to want to make us feel comfortable and in
control by taming the sensuous and emotional responses
to art and reality, (p. 42)
Culkin (1978) refers to the Oxford English Dictionary
definition of the word "aesthetic", "to feel, to apprehend
by the senses." Pointing out the opposite, "anesthetic ,
"devoid of feeling, numb to sensation " (p. 42). Culkin
(1979) again refers to Maslow who, he says. "relates this
kind of experience to the psychic needs of the individual
in a paragraph which could nicely serve as a credo for
aesthetic education" (p. 42)
.
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Music and rhythm and dancing are excellent ways of
moving toward the discovering of identity. We are
built in such a fashion that this kind of trigger,
this kind of stimulation, tends to do all kinds of
things to our emotions. It just does. We do not
know enough about physiology to understand why it
does. But it does, and these are unmistakable
experiences. In experientially empty people, which
includes a tragically large proportion of the population,
people who do not know what is going on inside them-
selves and who live by clocks, schedules, rules, laws,
hints from the neighbors—other-directed people—this
is a way of discovering what the self is like. There
are signals from inside, there are voices that yell
out, "By gosh this is good, don't ever doubt it."
This is a path, one of the ways that we try to teach
self-actualization and the discovery of the self.
The discovery of identity comes via the impulse
voices, via the ability to listen to your own guts
and to their reactions, and to what is going on
inside of you. (Maslow, cited by Culkin, 1978, p. 42)
Culkin stresses throughout his article that it is the
experience of the arts, the joy of feeling and sensing
the arts that will convince administrators that arts educa-
tion is a "basic" need in the school curriculum.
Administrators don't need to hear and read about the
arts. They need to taste and feel the arts. (Culkin,
1978, p. 41)
Broudy (1979) and Culkin (1978) both point out that
other rationales, commonly used to support arts education
programs, fall short and are often causes for the eventual
failure rather than success of the programs. According to
Broudy (1979) , some of the reasons referred to are:
1. "experience in the arts is delightful on its
own account" (p. 349)
Broudy agrees but adds that "the environment is drenched
^ith art especially popular art" (p. 349) and the child
can get this experience outside of school.
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2. "art, like dessert, persuades the pupil to consume
more of the basics—reading, math, and vegetables"
3. "there is a bold assertion that work in the arts
will actually help youngsters improve reading
scores." (p. 349)
Although these rationales may have validity, Broudy
(1979) states that this is not the purpose of arts education.
...one must examine carefully whether the
facilitating powers of art experience on other phases
of schoolwork are anything more than a hope and a
plausible conjecture. But granted that the claims
may have some validity, it is nevertheless more
evident that, with the available techniques of behavior
modification, electronic technology, drugs, neurosur-
gery, and the reduction of the curriculxim to the
three Rs
,
the efficiency of instruction could be
increased for more dramatically than by influence of
arts education, (p. 349)
Broudy 's (1979) analysis presents the following
reasons for advocating arts education as a basic. The
three reasons relate to the relationship of the image to
language, to thought and to feelings.
1. Arts education provides the learner with a
diverse and varied "imagic-conceptual store"
necessary for conceptualizing language.
I would not therefore urge arts education
because it contributes to mastery of the
mechanics of reading, writing, or computation,
but rather because it enriches the store of
images that makes comprehension of concepts
possible and comprehensive. This is the
proper contribution of aesthetic education to
language master, and if this is not basic to
education, then it is difficult to imagine
what would be. Aesthetic literacy is as basic
as linguistic literacy. (Broudy, 1979, p. 349)
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2. arts education provides the learner with abilities
to distinguish between image and reality.
In a world where images displace reality, it
becomes of paramount importance to know which
is which. In the world of choice and action
it becomes important to seek the truth. in
personal life it occasions the search for authen-
ticity. (Broudy, 1979, p. 350)
3. arts education provides the learner with abilities
to perceive the world and the self.
The real me, the real meaning of an event, of a
life, connote another kind of reality: the human
reality to which our access is through feeling,
valuing, and willing rather than through the
correct descriptions of fact.
The important matter for the cause of arts
education is whether or not the school can help
pupils become sensitive and selective in their
transaction with imagery both in its relation to
the world of fact and to the human reality.
(Broudy, 1979, p. 350)
The purpose of arts education, as Broudy and Culkin
substantiate, is to facilitate the "mode of aesthetic
experience" so that the individual can get- in-touch with
her/his feelings, senses, and imagination and so that the
whole person, mind and feelings, will become available to
her/his self. S/he will become a more integrated,
"fully-functioning", healthy, self-actualizing individual,
capable of experiencing her/his creative and intellectual
capacities
.
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Programs for Arts Education
at a time when the arts are enjoying their best
era in our history, the arts in educatin couldbe declared a disaster area. (Culkin, 1978, p. 41)
The above statement by Culkin states the situation
viewed by serious advocates of arts education. Broudy
(1979) states that arts education is not taken seriously
in the school curriculum and substantiates his view by
describing the kinds of programs that attempt to bring
the arts to children, dispensable because of their lack
of continuity and serious intent.
Unfortunately, more than half a century of traditional
arts education prograiris devoted to teaching the rudi-
ments of the performance skills in one or two of the
media have produced neither the skills of expression
nor impression that would make the abandonment of
these programs unthinkable. The studio type of
instructions so profitable for the talented pupil
is judged to be quite dispensable for the general
run of the school population. Sporadic moves to
bring artists into the schools are fine, but they
remind one of the spectacular visits of college
mathmaticians and physicists to public school
classrooms during the sixties; the classroom teacher
has to carry on after the display is over. Arts
education as play, as entertainment, as therapy
—
these all have their merits and benefits; but the
more we rely on these merits, the more we will con-
vince the authorities and pxiblic that getting rid of
the arts program, while regrettable, is no disaster.
(Broudy, 1979, p. 350)
The most comprehensive study of Arts Education to date
is Coming To Our Senses: The Significance of the Arts
for American Education, a special project panel report,
chaired by David Rockefeller, Jr., by the American Council
for the Arts in Education. The panel (Rockefeller, 1977)
reports on the disastrous state of arts education at
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present, but expresses hope for the future, due to the
concerns and reports from the twenty-five member panel and
numerous resource persons (over three humdred listed in
the book) and panel witnesses. The panel was selected,
not for their professional experience in the field
of education, but for their concern about the arts,
their concern about education, and their concern
for the way Americans live... They hail from Maine to
Hawaii, from Texas to Minnesota. They are repre-
sentatives of the arts, education, mass communica-
tions, labor arts patronage, government, and other
fields.” (p. viii)
Although the focus of this report is on children and
the public schools, a comprehensive review of all kinds
of programs in arts education is covered, including:
institutions of higher learning and arts education
programs run by community groups, city agencies, arts
institutions, and other social institutions.
They further recognize that education is a lifelong
process and does not end with graduation.
(Rockefeller, 1977, p. 11)
Coming To Our Senses substantiates with extensive
factual data what Broudy and Culkin both have said about
the present state of the arts in education.
This Report appears at a time of contradictory trends.
On the one hand, the arts are flourishing as never
before in America. For example, according to estimates
by the National Endowment for the Arts, between 1965 and
1975, the number of professional orchestras doubled;
resident professional theatres quadrupled; arts coimcils
quintupled; and resident professional dance companies
increased sevenfoldJ
On the other hand, arts education is struggling
for its life. Music and art teachers are losing
their jobs on a wholesale basis in some cities. Why?
Because we have not made the connection between our
desire for art and our need for art. (Rockefeller, 1977,
p. 11)
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The book progresses from a review of the arts and
learning in early America, showing that the arts were not
allowed to surface in American life due to puritanical
prejudices and beliefs, until the late 1800‘s. (Rockefeller,
1977)
The value of arts education is reviewed in terms of
its contribution to the creative needs of the child and
the childs development as a whole. An accurate picture
of the status of arts education in public schools is
defined and four categories are outlined so that schools
may look at where they are and where they might prefer to
be. (Rockefeller, 1977)
The arts are reviewed as individual disciplines and
discussed in terms of their separate contributions to
arts education at the elementary, secondary and college
level. Ideas for change are suggested with descriptions
of numerous and varied programs throughout the coiintry which
reflect the panel's suggestions. The trend of these "new
directions" is toward interdisciplinary approaches to
studying the arts which involve holistic concerns for self-
expression and creativity. In terms of training teachers
in the arts, the panel reports on "some new directions"
as follows:
A number of ideas with implications for educating
teachers in the arts have started to take hold in
American education.—among them, an emphasis on
creativity and self-expression, the acceptance of
popular arts and ethnic arts, a new awareness of
the community as an arts resource, and an increasing
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interest in interdisciplinary training, which
combines the specialist approach with the moretraditional academic curriculum. Yet on the whole
separate disciplines continue to be taught in a
more or less traditional manner. No one is quite surehow to go about teaching the arts as a whole, yet
most will agree that it should be done. The artshave common roots and philosophy. They share the same
concerns and purposes. A multi-arts experience is
unquestionably richer and more valuable than exposure
to a single discipline.
But educators have only gone far enough to realize
the potential a multi-arts approach might have. They
ask the question; "How can the arts be combined and
related, and how can they be taught?" The major
obstacle to coming up with an answer seems to be
those walls between the disciplines which have been
created over the generations. (Rockefeller, 1977,
pp. 142-143)
A Statement by Junius Eddy, Arts Education Consultant
to the Rockefeller Foundation, is presented by the panel
(Rockefeller, 1977) to strengthen their belief that
interdisciplinary approaches will enhance the progress of
arts education training for teachers and consequently for
children.
...Interdisciplinary curriculimi development is
under way in a number of quarters, and the professional
associations are making statements at their conventions
,
and publishing papers in their journals, which suggest
that the old isolationism may be dying. Whether these
interdisciplinary concerns are expressed as something
called "aesthetic education," "a related arts program,"
or as "a combined arts approach," the belief seems
to be growing that—within the context of education,
at least—the arts have much to gain by talking and
working together for broader educational goals.
(Cited by Rockefeller, 1977, p. 143)
The report suggests that prospective teachers must first
experience an interdisciplinary approach to teaching before
being asked to participate in the same as a teacher of
children.
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Several programs of an interdisciplinary nature for
the pre-service teacher are described. It is evident from
the report and from this author's ressarch through the ERIC
files , Educational Index, and Dissertation Abstracts that
few programs exist for the pre-service teacher in related-
arts, interdisciplinary arts, multi-arts or the like.
New York University's Division of Arts and Arts
Education has a related arts program which combines Music,
Art, and Dance to train pre-service and in-service teachers
in a multi-arts approach (Ross, 1975) . The faculty have
designed interdisciplinary courses and curricula for
in-service teachers, pre-service teachers, and art-
specialists. They have also developed internships for
teachers to work in the classrooms of New York City schools
and provided opportunities for teachers to use community
resources for arts education. An extension of the program
is to provide in-servide workshops for the elementary
teachers in the Utica New York school system.
Jerrold Ross (1975) director of this program, describes
the five tasks that he sees necessary for the "artist's
specialization" program.
The teaching of "specialization" courses is at
least a five-fold task. Work in the artist's
specialization must serve to:
1. Acquaint him with the literature, history, and
traditions of his profession.
2 . Provide him with guidance for the development
of technical proficiency.
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3. Help him to relate the content of his specific
discipline to related fields.
4. Provide him with a richness that reveals his
discipline in many and varied ways, while
developing his perception of his art to as
great a depth as possible.
5. Increase his ability to articulate and communicate
the above, (p. 22)
John R. Sharpham (1974) Assistant Professor of
Creative Drama at Illinois State University, describes the
CORE program at Illinois State University. This program
is designed as the teacher-education component within the
University. Two-hundred students are enrolled in the
four-semester Arts Education program. CORE consists of
four areas, CORE I. II. II and IV; Arts, Communications,
The Natural Sciences, and The Clinical Center respectively.
(Burrows)
Sharpham (1974) states that this is "an innovative
program... to improve the quality of teacher education and
better prepare the students for their role as teachers".
(p. 16)
CORE I involves integrated-learning techniques within
Visual Art, Music, Physical Education Creative Drama and
Human Growth. It meets each day of the school week for
four hours and must be taken for one semester during the
Sophcxtore or Junior year. Twelve hours of credit are
received for the arts component.
Specialists from the University's College of Fine
Arts are the teachers in the program. Flexibility is
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considered essential
,
for the framework of the curriculum
focuses on "doing", "making", or "experiencing" the arts
through projects that may occur in or out of the classroom.
Students and teachers have access to the available time
and space should a project demand a prolonged period of
time. In Sharpham's (1974) words, "Such an approach
allows for in-depth work for four straight hours
developing and shaping an improvisation." (p. 16)
Team-teaching techniques and interdisciplinary
involvement are considered central to the functioning of
this program. Sharpham (1974) points out that the purpose
of the program is not skilled performance or production
but is "to develop in each student an heightened awareness
of the possibilities of living through exploration
experiences in the arts and to develop an awareness of
self in relation to the world and to teaching approaches."
(p. 16)
Rutgers University in New Jersey has a graduate
interdisciplinary program leading to the ED.M. , ED.S.,
and ED.D. in Creative Arts Education. The purpose of the
program is to re-educate teachers, both classroom and arts
specialists, through interdisciplinary approaches. The
director of the program with the New Jersey Department
of Education's Research and Planning" is developing a model
for integrating the arts into general education for all
children" (cited by Rockefeller, 1977, p. 144).New Jersey
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The ED.S. program educates people in Special Education
to work in clinical settings, such as centers for Special
Education, Mental Health Centers, Community Agencies."
Students receiving the ED.D. degree are trained to
"administer and coordinate creative arts programs for
school systems, communities, hospitals, drug or prison
rehabilitation programs, or special schools (cited by
Rockefeller, 1977, p. 144) Those receiving the ED.M. are
trained to teach in the normal classroom or in Special
Education.
The program offers courses in all of the arts and
includes community resources as part of its course of
study.
Far more in-service programs exist for teachers than
pre-service. The thinking has been to re-educate the
existing teachers rather than spend time educating the
surplus of teachers that don’t as yet have jobs teaching.
The panel's (Rockefeller, 1977) response to this point
of view was the following:
The view that declining enrollments are so severe
as to warrant almost ^ training of new teachers is
somewhat short-ranged and must be balanced by the
view that eventually a serious shortage of teachers
may result from the present recession. Many experts
conclude that we already have a shortage of educational
personnel since half our communities are without
kindergartens; preschool education is nonexistent in
most parts of the country; there are insufficient
teachers trained to aid physically and mentally
handicapped children; a formal structure is lacking
to fulfill the unmet needs for continuing education
of adults; many arts teachers carry too heavy a
teaching load; high schools have less than one counselor
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for every 500 students; there are hundreds of
overcrowded classrooms with resulting ineffective
or shallow teacher-pupil relationships ... It is
estimated that we need approximately 600,000 new
educational personnel to bring our system up to
top-quality level...
As we move toward a society calling for improved
quality of life—one in which people start to demand
satisfying work, a cleaner environment, the heighten-
ing of political consciousness, the reduction of
hierarchy and bureaucracy, and greater self-development
—the arts may be expected to play an important role.
The implications of all these expectations for
teacher education have not been considered in any
significant way by the planners of teacher education
programs. The relationship between experiences in
the arts and aspirations for personal satisfactions,
for self-development, and for a higher quality
life-style must be more fully examined and built
into the rational for teacher-education programs.
(p. 154)
The teacher-training programs reviewed in the following
pages are those which involve a network of avenues to
teacher-training. The goals of these programs are directed
toward increasing self-perception and creativity , through
experiential arts processes. They are designed to involve
the in-service teacher, the student teacher, (in some
cases the pre-service teacher), administrators, parents.
and most important, the child.
CEMREL (Central Midwestern Regional Educational
Laboratory) (Rosenblatt and Mikel, 1977) is one of the
most influential programs for training and re-educating
teachers in Aesthetic Education. Over the past ten years
CEMREL has developed Aesthetic Education Learning Centers
(AELC) throughout the country to provide teachers
with
methods and materials for bringing the arts into the
total
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curriculum. CEMREL describes the Centers in the following
way
:
Working with the basic concepts of aesthetic education,
the Centers meet the needs of both the arts specialist
and the general classroom teacher. Local on-site
coordinators organize programs to meet the needs of
education students, experienced teachers back for
a "short course", and kids. In the Centers,
teachers work together with education students or
teach demonstration classes. Working closely with
Cooperating Schools, each AELC reaches classroom
teachers to give them the needed confidence to
handle aesthetic content with their students. They
also reach school administrators and students within
the region. Specifically the Centers:
generate new programs for teacher education in
aesthetic education;
provide a facility and materials which are flexible
enough so that various teacher education programs
in aesthetic education can be designed and implemented;
provide an environment for aesthetic learning to
both teachers and students;
provide a population and space for the testing of
instructional materials developed by the Aesthetic
Education Program;
generate various methods for utilizing and
extending the use of CEMREL 's aesthetic education
teacher materials;
develop linkages with other appropriate resource
materials and agencies; and
facilitate the sponsorship of seminars, workshops, etc.
conducted by other agencies concerned with aesthetic
education.
Physically, an AELC is a modular environment and
a curriculum library emphasizing aesthetic education.
The modular components of the Centers were carefully
planned for multi-media capability and to provide an
example of what an aesthetic learning environment
might be . .
.
Centers are located in Centerport, Long Island;
New York City; Harrisburg, Pennsylvania; Memphis,
Tennessee; N^mal , Illinois; Oklahoma City, Oklahoma;
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Jefferson County, Colorado; Oakland and Antioch,California; St. Louis, Missouri; and Washington, D.C.A quarterly newsletter. Our Bag
, is published forthe Aesthetic Education Group by CEMREL's Arts andHumanities Group and is available for generaldistribution. (Rosenblatt and Mikel, 1977, pp. 79-80)
CEMREL and SWIRL (Southwestern Regional Laboratory
in Los Alairiitors, California) are the only two federally
funded research and development educational laboratories
actively involved in the development of arts curricula for
teacher-training (Rockefeller, 1977)
.
IMPACT (Interdisciplinary Model Programs in the
Arts for Children and Teachers) was one of the more
successful attempts to bring artists into the schools (arts
IMPACT, 1973) . The project was funded in 1972 at one million
dollars by the Education Professions Development Act and
developed jointly by the Arts and Humanities Program, the
Bureau of Educational Personnel Development of the Office
of Education, the National Art Education Association, the
American Theatre Association, The Music Educators National
Convention, and the Dance Division of the American Associa-
tion for Health, Physical Education, and Recreation.
(IMPACT, 1972)
Some broad objectives were outlined by the above
associations
:
1. To reconstruct the educational program and
administrative climate of the school in an
effort to achieve parity between the arts and
other instructional areas and between the affective
and cognitive learnings provided in the total
school program.
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2. To develop educational programs of high artistic
in each art area, i.e.
,
the visual arts,
^^sic, dance, and drama, in each of the partici—
pating schools.
3. To conduct inservice programs, including summer
institutes, workshops, demonstrations, and other
similar programs.
4. To develop ways to infuse the arts into all aspects
of the school curriculum as a means of enhcincing
and improving the quality and quantity of aesthetic
education offered in the school, and as a
principal means for expanding the base for
affective learning experiences in the total
school program.
5. To utilize a number of outstanding artists,
performers, and educators from outside the school
system for the purpose of enhancing the quality
of the art experiences of children. (Arts IMPACT,
1973, pp. 2-3)
The advisory committee decided on five sites at which
they would develop their model programs. Each site received
200,000 in federal funding and each site "was allowed
considerable latitude in determining how the general concept
of IMPACT would be implemented in its local setting" (Arts
IMPACT, 1973, p. 4).
The program provided extensive opportunities for
training teachers to experience the arts and to integrate
the arts into the curriculum.
IMPACT is no longer federally funded, however three
of the sites, in Columbus, Glendale and Eugene have
continued their programs and expanded on them in various
ways to include more schools and provide further opportuni-
ties in multi-arts education. The school in Glendale has
become an alternative school for the arts. The Glendale
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School District is now one of four sites in
California containing a multi-arts program. Columbus has
expanded their program to include twelve schools (Rockefeller,
1977) .
The Artists-in-the-Schools Program of the National
Endowment for the Arts is the most heavily funded program
of an in-service nature. Its purpose is to support arts
education-related projects in elementary and secondary
schools by placing professional artists in the
schools as a resource for teachers and students. The goal
of the program is to "improve children's power of
perception and their ability to express themselves
creatively" (Rockefeller, 1977, p. 155).
In 1975-76 the program received four million dollars
and placed more than 2,000 artists in 7,500 schools. The
internships vary in length from three weeks to a
year, with some artists remaining for longer contracts.
IMPACT and other Arts-in Education groups have relied
on Artists-in-the-schools to support their professional
artists
.
Although the Artists-in-the-Schools program has
made a substantial contribution to Arts Education in our
public schools, it is important to recall Broudy's
comments on programs which bring artists into the schools
on a non-continuing basis (see p. 42)
.
The following
questions by Eliot Eisner throw further light on the
validity of such programs:
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Is this a fad or a significant educational break-
^^^ough? Is this an effective use of public monies?
the failures as well as successes carefully
enough analysed? Are the producers of Art the
best teachers of art? (cited by Rockefeller, 1977.
P. 159)
A summary report of questionnaire responses from
elementary teachers regarding what they feel they need in
their arts training sums up and supports the "new directions"
suggested by the panel.
"...experiences with children earlier in teacher
preparation.
"
"...experiences with visiting artists for at least
one year; emphasis on participation making art."
"...professors should be involved in schools,
developing curriculum and teaching teachers."
"...there should be more role playing in teacher
education, so teachers wouldn't be afraid of doing
dramatics .
"
"...arts should be required as part of teacher educa-
tion, and a lot of them."
"...teachers should be given opportunity for using
media in teaching."
"...would like to see educational theory and philo-
sophy courses replaced with more helpful courses , such
as acting, theater, mime. We need courses that will
loosen teachers up."
"...there should be more teachers sharing ideas
with one another so they won't feel threatened."
(Rockefeller, 1977, pp. 292-293)
Numerous in-service programs are reviewed in Coming
to Our Senses (Rockefeller, 1977). Questions are posed
and answers are uncertain. However, new directions for
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Arts Education are clarified. The direction points toward
programs which stress the interrelationship of the arts,
experiential approaches to teaching the arts, and arts
education programs of a continuing nature that are included
as "basic" to the curriculum.
The program designed by this author is an Arts
Education program for pre-service teachers which attends
to those needs reviewed in this Chapter.
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CHAPTER 3
A VIEW OF THE PROGRAM
A Prelude
Have You Ever Considered
!• ... that if all of the works and theory from 1780
to 1880 were suddenly lost to the world, music
[the arts] would still exist?
2 . ... that the purpose of education is to open
minds and to provide the substance and enthusiasm
for continued personal discovery and growth?
3. ... that notation is only a coding device, a
storage and retrieval thing? It's a system for
translating musical [artistic] ideas for future
recall, not for acquiring or developing musical
[artistic] sensitivity or sensibility?
4. ... that methodologies are just substitutes for
personal logic: the music [art] educators' and
the students '
?
5. ... that a composition is merely a statement of
someone's musical [artistic] thoughts, and every-
one has musical lartistic] thoughts?
6. ... that a guitar amplifier is a great device
for investigating and inventing exciting sounds?
7. ... that the classical and romantic periods
reflect the upper class European culture during a
100-year long period, 100 years ago?
8. ... that in improvisation a musician [artist]
employs instant musical [artistic] judgements?
9. ... that the logic of discovery is far more exciting
than the logic of the discovered? (Manhattanville
Music Curriculum Project (MMCP) , 1971, p. iii)
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The questions which preface this chapter, are presented
for the purpose of activating the thought process of the
reader. In essence, the questions promote philosophical
ideas about the multidimensional nature of the arts and the
arts process in contemporary education. They persuade the
reader to question and think about:
1. the nature of the arts (i.e. the continual, the ex-
pressive, and the creative, as described below)
2. the arts process and the arts process in education.
(see pp. 67-63 regarding the arts process for this
program)
3. techniques and methodologies of the arts process as they
relate to the art product. (see pp. 70-71 for the place
of techniques, skills and methodologies in this program)
The questions are used further throughout Chapter 3 to
illustrate this author's view and design for this inter-
disciplinary arts program.
The Nature of the Arts
The continual nature of the arts is exemplified by the
first and seventh questions in the prelude.
Have you ever considered that if all of the works and
theory from 1780 to 1880 were suddenly lost to the
world, music [the arts] would still exist?
Have you ever considered that the classical and
romantic periods reflect the upper class European
culture during a 100-year long period, 110 years ago?
The fact that artistic endeavors are a reflection of
the present-day life within the given culture, is the essence
of the continual nature of the arts. History is relevant
for
study as a record of these endeavors and of the continual
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changes taking place throughout time. The social,
psychological, and philosophical changes within a society
can be seen and heard in the artistic endeavors of that
society (MMCP, 1971). For example, the use of electronics
in music evolves from modern technological advances and
developments. The invention of the tape recorder alone
has inspired a whole new form of musical expression. One
can see comparable implications not only in other art forms
but in all areas of learning and development.
This author's program focuses on the study of the arts
in contemporary society and the relationship of the arts
to other disciplines (i.e. science, math, history) . In this
sense, it is interdisciplinary. For example, environmental
sculpture is directly related to physical science and is an
outcome of technological concern within our society. This
concern places emphasis on the scientific qualities of art
(i.e. force, voliame, time) rather than the spiritual qualities.
The emphasis in this interdisciplinary arts program is on
contemporary theories, methods , and techniques within the
arts and how they relate to disciplines outside the arts.
A study of history is necessary in order to know of the
events of change that have led up to the present. In this
sense, history will be included in the study. The pre-service
and in-service teacher is encouraged to stay in "touch"
with new creative endeavors in the arts and to explore the
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relationship of these endeavors to other disciplines of the
past and present. Attending art shows, concerts, and dis-
cussions is essential. Stress is placed on observing and
participating in as many community art activities as possible.
The student will realize the continual nature of the artist's
contribution to change, growth, and development in society,
and will understand the interdisciplinary nature of the whole
learning process.
The expressive nature of the arts is exemplified by the
fifth question:
Have you ever considered that a composition is merely
a statement of someone's musical [artistic] thoughts,
and everyone has musical [artistic] thoughts?
The arts satisfy the human beings' need to symbolize
thoughts and ideas in unique and varied forms. The arts pro-
vide innumerable ways for expressing "inner feelings on which
rational thought is interpreted" (MMCP, 1971, pp. 1-3) .
Geraldine Dimondstein (1971) describes expression through
dance for young children. Her definition is appropriate for
this author's concept of the expressive nature of the arts.
For young children, especially those in elementary
school, dance is defined as the interpretation of a
child's ideas, feelings, and sensory impressions ex-
pressed symbolically in movement forms through the
unique use of his body. Because each individual
differs, it is especially fitting that we draw upon
the forms of modern dance for movement experiences
in the classroom in the sense of a continuous, open-
ended search for an individual vocabulary. Experiences
in dance are fundamental and accessible to all children
because a child's body and its expression are one.
It has been said that to move is to be revealed for
what we are. This means that the body is not an
external instrument or a "thing" which a child manipu-
lates. It is his very self, in that psychologically
and kinesthetically it is a direct agent of his feelings
(p. 3)
Although Dimondstein is talking about children and dance,
the expressive nature of the arts process for the human being
can be applied to all arts.
This author's program provides many artistic forms for
satisfying the expressive constituent of the arts. Ex-
periences for the pre-service teacher will allow her/him to
interpret "ideas, feelings, and sensory impressions"
(Dimondstein, 1971, p. 3) . A new vocabulary will evolve from
experiences within various art forms and related disciplines.
The student will participate in a learning process involving
exploration and discovery techniques, the products of which
(invention, composition, improvisation) will be viewed as a
means for expressing and communicating ideas, findings,
interpretations, and inventions.
The creative nature of the arts suggests the continual
and expressive, as described above, but "relates music
[the arts] more explicitly to the intrinsic needs of man"
(MMCP, 1971, p. 2). Throughout history the artist has
not been content to remain with the styles of the past or
present. S/he has created new forms in her/his search for
expressing new thoughts (i.e. electronic music, modern dance
pop art, environmental sculpture) . Question six expresses
this phenomenon.
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Have you ever considered that a guitar amplifier is a
lounL?^'"^^^
investigating and inventing exciting
"Often this search, this exercising of creative drive
and independent spirit, has produced radical changes" (MMCP,
1971, p. 2) in the arts. "The pace of this search for new
means within the art has been commensurate with the pace of
man's total creative evolution. Today this search is un-
doubtedly the primary concern of the art" (MMCP, 1971, p. 2)
The creative nature of the arts is central to this
author's program. The learning process of exploration dis-
covery, improvisation and communication is clearly a creative
process and is the basis for the design of this author's
program.
The three basic characteristics of the arts—the
continual, the expressive, and the creative—are inter-
dependent in nature and essential to the development of
this author's program, a process which enhances the pre-
service teachers ' knowledge of the arts and their relation
to other disciplines. The continual, expressive and creative
nature of the arts and human experience fosters a learning
process that encourages exploration, discovery, improvisation,
and communication. These four activities are the means by
which the learning process designed in this program takes
shape
.
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The Arts Process Within This Interdisciplinary
Arts Program ^
ifts process as viewed by this author is suggested
in question eleven.
Have you ever considered that the logic of discovery isfar more exciting than the logic of the discovered?
The arts process within this interdisciplinary arts
program, as designed by this author, parallels the nature
of the arts, in that it is continual, involving response to
the present and past activities in the arts and society.
It is expressive, providing the pre-service teacher various
modes of expression and invention to communicate knowledge
and feelings about her/his self and her/his discovery of the
arts. It is a creative process, one which stresses the
activity of exploration and discovery techniques through the
arts and their relation to other disciplines.
This interdisciplinary arts process is based on the
theories of Bruner, Piaget, Combs, Maslow, and Rogers as
reviewed in Chapter 2, pages 21-38. This review substantiates
that the most effective learning process is that which in-
volves the whole person; a process which interrelates all
aspects of the person's experience, her/his feelings, thoughts,
actions, learning and knowledge. Bruner calls this process
"active-learning" .
The four essential behaviors for "active-learning"
are underlined in the question below by Bruner (1960)
.
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How do I know what I think until I feel what I
do? (p. 30)
The experiences provided for the pre-service teacher in this
program follow the sequence of behaviors suggested by Bruner
(1960) in his question above: (1) doing, (2) feeling, (3)
thinking, and (4) knowing. The first four components of this
author's program evolve from these "active-learning" be-
haviors
.
Components of the Program
1. Creating ("doing") is at the core of the activities
designed for this program. The creative process of learning
develops through stages of active-learning. Creative activi-
ties, focusing on the arts and their relation to all learning,
are designed for the growth and development of self (the
teacher)
.
Creating is the means by which the active-learning
process develops for the individual. All four behaviors,
"doing", "feeling", "thinking", and "knowing" are sequential
and central to the creative process. Four phases of creative
activity are suggested in the Structure for the Learning
Experience in this study (see pages 75-77). The four phases
are: (1) Exploration, (2) Discovery, (3) Invention, and
(4) Communication. These four creative behaviors encompass
all components of the program. The outcomes of these develop-
ing stages of creating are products (i.e. composition,
invention, experience) . These products will reflect developing
69
stages of creativity and "active-learning". Further
behavioral suggestions and aesthetic elements (see p.73
help facilitate the learning process.
The remaining components are all aspects of the
creating component. They evolve from the creative process
of active-learning designed in this program.
2. Responding ("feeling") is a spontaneous reaction
("feeling") to given information or stimuli Because the
process of this program is built on exploration and dis-
covery processes, forms of response will run between
spontaneous improvisations and organized compositional
material, to simple reactions to an idea or event.
Variation and ^complexity of response will be a unique
expression of the individual.
3. Perceiving is "thinking" we know more about what
we are "doing" or "feeling". It is the result of creative
stimulation of the mind and body through creating and
responding. Perception implies a grasp of new information
and an awareness of new connections derived from old
experience. It is the result of the creative process of
discovery by "doing" and "feeling".
4. Understanding is what we "know" we think after
"doing" and "feeing". It is what we discover from the
experiences we encounter. This is the time when our per-
ceptions are applied to new experiences and incorporated
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into our work. Each person may take a different route of
exploration, discovery, and communication indicating only
that understanding varies according to the individual
'
s
perception and response.
5 • Eval uation takes the form of continual questioning
relating new discoveries, communicating our findings, making
individual choices, changing our taste and becoming dis-
cerning human beings. The person will be able to decide:
(1) what s/he likes, (2) what is satisfying to her/him,
(3) how s/he will be able to communicate those findings.
6 . Techniques and methodologies are presented by the
teaching faculty as a means for enabling the student to
explore, discover, invent and communicate more readily.
An artist or educator may spend years developing her/his
own methods and techniques by trial and error, which s/he
can then teach to a student in a far shorter period of time.
Question four conveys this point:
Have you ever considered that methodologies are
just substitutes for personal logic: the music
[art] educators' and the students'?
Techniques or skills are learned so that ideas, thoughts,
and feelings may be expressed more clearly. A grasp of
technique provides the student with an increasing ability
to articulate and communicate her/his ideas and consequently
increase her/his personal sense of gratification about her/his
work and essentially her/his self.
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The place of techniques and methodologies in this
author's program is as a means, a tool to make the learning
and communicative process more efficient. Question three
exemplifies this point.
Have you ever considered that notation is only a
coding device, a storage and retrieval thing? It's a
system for translating musical [artistic] ideas for
future recall, not for acquiring or developing musical
[artistic] sensitivity or sensibility.
The components defined above are the basis for the
learning experience designed by this author for an inter-
disciplinary arts program for the pre-service teacher.
The Learning Experience
An outline for the following pages pertaining to the
Learning Experience is helpful in clarifying the structure
set forth by this author.
I. Defining the four phases
A. Exploration
B. Discovery
C. Invention
D. Communication
II. Learning Experience Facilitators
A. Behavioral suggestions
B. Aesthetic elements
III. Characteristics of the Learning Experience
IV. Structure for the Learning Experience
Defining the Four Phases of the Learning Experience
The four phases of the learning experience are defined
in Figure 1 in a visual design showing the flow of
activity
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PHASE I EXPLORATION : to involve
oneself with the manipulation of
Figure 1. The Four Phases of the Learning Experience
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between the first phase, Exploration, and the fourth
phase. Communication. Additional aspects of the learning
experience are added to the design in the following pages.
Learning Experience Facilitators
facilitate the four phases of the learning
experience
,
the utilization of one or more behavioral sug-
gestions listed in Appendix, page 131) will help in the
manipulation of ideas, themes, motives, or elements. The
application of these behavioral suggestions will increase
the depth and complesity of the learning experience, and
help develop an increased density of learning.
Aesthetic elem.ents are additional facilitators for
the learning activities designed in this program (Bruner,
1960, page 30). A list of elements is presented in
the Appendix (page 123)
.
Working with the aesthetic elements encourages the
development of a working vocabulary within the arts and
one which interrelates the arts to other areas (i.e. Math,
Science, Social Studies). The elements, as defined,
suggest interdisciplinary concepts that can be explored
and used in the active-learning experiences suggested in
this dissertation.
The following design helps the reader visualize how
the learning experience facilitators (i.e., behavioral
suggestions and aesthetic elements) are interwoven with the
four phases of the learning experience.
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Figure 2. Learning Experience Facilitators Interwoven
with Four Phases of Learning Experiences
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of thG LGarning ExpGri 0nc6
Each phase of the learning experience involves the
fusion of exploration with behavioral suggestions and
^^sthetic elements. It is essential that exploration
initiate the learning experience. At any point in the
four phase cycle of learning, one may return to phase
one, exploration, so that new insights may be conceived
and new connections made.
Phase I, Exploration means taking a theme, idea, or
object, and manipulating it in any way that comes to mind.
In the example presented on page 19, the theme given is
energy. To help facilitate the exploratory process, the
aesthetic element tension is presented. To further
explore the tension aspect of energy, behavioral sugges-
tions may come from the instructor or be devised by the
student.
Topics for exploration can involve two or more
arts as well as non-art areas (i.e., math, science, social
studies) . During the orientation period see p. 78 )
,
instructors from the various areas will plan classes and
workshops for pre-service teachers that involve inte-
gi^ated topics and themes for exploration. This planning
time for instructors will be for the purpose of develop-
ing activities, lessons, and workshops for the pre-
service teachers along the lines of:
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1. interdisciplinary topics (i.e., Math and Music)
2. integrated arts (i.e.. Photography and Dance)
3. art topics (i.e.. Environmental Sculpture)
Topics decided upon will be structured throughout
each phase of the learning experience. (See page for
Structure of the Learning Experience
.
)
Phase II, Discovery evolves from exploration and is
a transforming of new information into "knowing." (i.e.,
tension is one aspect of energy that can disrupt, distort,
or change the flow and volume of energy.)
A statement by Briiner (1962) clarifies the essence
of discovery for the learner.
discovery, whether by a schoolboy going it on
his own or by a scientist cultivating the
growing edge of his field, is in its essence
a matter of rearranging or transforming evidence
in such a way that one is enabled to go beyond
the evidence so reassembled to new insights.
(p. 82)
Phase III, Invention, will reflect the insights and
discoveries; the learning that is taking-place through the
exploration and discovery process. In Bruner's words
(cited by Barron, 1969) , discovery is when we are "checking
whether the way we have manipulated information is adequate
to the task." (p. 10)
Phase III Invention is at the core of the creative
activity designed for all phases of this learning experience
but in progressive stages of development according to the
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phase of development. Phase I is the exploratory stage
of invention, the time to improvise, to play with ideas.
Phase II is the transforming stage of invention, when
experiments are transformed into solutions. During Phase
III
,
invention takes form. The learner is formulating
and structuring her/his insights so that s/he may
articulate and coitmuinicate them.
Phase IV, Communication is the time when the learner
expresses the results of the learning experience. Her/his
chosen form of expression (i.e., composition, invention,
improvisation, art work) is the means by which the student
is able to communicate these results. The outcomes are
evaluated by the student and instructor (see Evaluation
Chapter 4, pp. 112)/ in terms of:
1. self and learning (adequacy of the teacher)
2. Knowledge of the arts and the level of understanding
(adequacy of the teacher to teach the arts)
3. knowledge of the arts in relation to other areas
(adequacy of the teacher to utilize the arts in an
interdisciplinary manner)
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guggestions for Scheduling Proposed Program
A Four Year Program
In Chapter I, it was stated that the purpose of this
author's program was to solve a dual problem of 1) the
arts isolated from other areas of learning in the curricu-
lum and 2) inadequate arts education for pre-service
teachers
.
Consequently, this author suggests that this program
continue throughout the duration of the pre—service
teachers' undergraduate training. (Suggestions for further
study in Chapter 4 suggest a graduate program for M.A.
degree candidates.) This program is one which integrates
the arts with other areas of study (i.e., Math, Science
and Social Studies) while training the pre-service
teacher in arts and related arts education. One can say
that the four years of study parallel the four phases of
learning experience (see p.71 ). For the pre-service
teacher, the study during the first two years is inner-
directed emphasizing the exploration and discovery of the
arts to enhance an awareness of self. The study during
the last two years is outer-directed, emphasizing inventive
and communicative techniques for the teaching self. The
following pages should clarify what will occur during each
year of the pre-service teachers' training.
An Orientation Retreat is proposed by this author
two weeks prior to the opening of school each year, as a
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time (four days) for the instructors in the program to
become actively familiar with the nature of the program
and to contribute to its course content. Two workshops
will be presented at this time:
1. The nature of this Interdisciplinary Arts Program
(see Chapter A, p. 96)
2. Related Arts (see Chapter 4, p.
Following the workshops, instructors will meet to
discuss, plan, and design syllabi for classes, workshops
and projects for students. Topics for the above will
center around three categories:
1. The Arts (4 hours/wk.)
2. Related Arts (3 hours/wk.)
3. Interdisciplinary Arts (3 hours)
A proposed schedule for the year and week (see p. 28)
will be presented by the director, within which the
instructors may design topics for study in classes and
workshops. They will follow the guidelines of the four-
year plan discussed by this author in the following
pages
.
The Four-Year Plan
In the first year the pre-service teacher will be
exposed to all six art forms (Music, Dance, Drama, Visual,
Language, Photo and Film) . S/he will spend two hours a
week, for each ten week period, in classes and workshops
on each of the six art forms. In addition, s/he will spend
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three hours a week on related arts and three hours a week
on interdisciplinary arts, including lab time (see pro-
posed schedule on p. 29)
.
These first thirty weeks will introduce the student
to the elements of the specific art forms, to their
similarities and dissimilarities, and to the possibilities
for self-expression through the arts. Relationships be-
tween the six art forms will be presented as will inter-
disciplinary concepts between the arts and other subject
areas. (See Chapter 4 for sample lessons on related and
interdisciplinary arts, pp. 106-111)
Throughout this first year the pre-service teacher
will be developing a new aesthetic vocabulary while ex-
ploring the elements cf the specific art forms. S/he
will be developing fundamental skills and techniques to
aid her/him in creative work. S/he will be making new
connections and discoveries between the arts and other
areas of learning. Essentially, this first year will be
an enlightening period for the pre-service teacher.
Her/his emphasis will be on her/his self, through explora-
tory work in the arts
.
Semester I Semester II
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(1st Ten Weeks)
MON. TUBS. WED. THURS
.
FRI.
1 hr.
ART INTERDISC. RELATED ART LAB.
ARTS ARTS
per Music Dance & Dance & Dance
day Soc. Stud. Film
ART INTERDISC. RELATED ART LAB.
11 ARTS ARTS
Music Music & Language Dance
Science & Music
Figure 4. Proposed Weekly Schedule
for First Ten Weeks
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second year the pre-service teacher will make
decisions and discoveries based on the exploratory work
covered in the first year. S/he will know to which art
forms s/he is drawn. Her/his skill and ability to express
self will increase. S/he will perceive inter-
disciplinary connections between learning areas and make
inventive decisions based on them.
The proposed schedule for year II below illustrates
certain variations on the first years schedule, namely
that
,
1. the student may choose to study four out of the
six art forms.
2. the period of study for each art form is extended to
15 weeks.
3. In the second semester the student may extend the
Interdisciplinary and Related Arts courses to 10
or 15 weeks o£ may choose to change every five weeks
as in the first semester (dotted line indicates
this choice.)
By the end of the second year, the pre-service
teacher will be aware of the self-actualization process
within her/his self and will be ready to direct her/his
energy outward toward methods and procedures for working
with children.
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hrs
.
per ART ART
wk
.
Music Visual
n
ART ART
II Dance Photo and Film
II INTERDISC . ARTS
1 1
interd:^sc. arts '
It Music & Visual Film &
M
History and
Science
Geogra-
phy
1 free i
[choice
j
II RELATED ARTS RELATEll) ARTS
I
II Visual Music Photo- 1 1
1 1
and & Film graphy 1 1
If Dance & 1 1
Dance 1 1
1 1
L A BOR A T 0 R Y
Figure 5. Proposed Schedule for Year 2
In the third year the pre-service teacher will study
methods and procedures for working with children at the
elementary level in 1) the arts 2) related arts and
3) interdisciplinary arts. The proposed schedule for
year III, following, shows that all six art forms are
covered as are related and interdisciplinary arts. The
schedule parallels Year 1 with the emphasis on work with
children rather than on self-actualization of the teacher
through the arts. The focus in the third year has shifted
to the teaching self. The pre-service teacher will learn
and experiment with methods of transferring the learning
experience (exploration-discovery-invention-communication
(see p. 15) from her/his own learning experience to a
structure within which children can work and learn.
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SEMESTER I SEMESTER II
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In the fourth year the pre-service teacher will be a
student teacher for one semester. The second semester
will be largely a matter of choice on the part of the pre-
service teacher. As the schedule shows below, the
student spends four hours a week on related arts either in
a class or workshop setting or as independent study. The
other four hours will be an interdisciplinary arts study,
similarly in class or independent study. Lab time will
be spent on projects of choice.
SEMESTER I SEMESTER II
Figure 7. Proposed Schedule for Year 4
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Program Participants and Their Roles
The flow-chart (page 87) shows who are involved in
this program and indicates their function. The following
pages clarify further how the director and instructors
implement this program for the pre-service teacher.
The director will facilitate the total program by:
1. coordinating an Orientation Retreat and workshops
(see p. 78) for the instructors, prior to teacher-
training .
2. teaching in the workshops and classes in her/his
own area (s)
.
3. scheduling weekly to yearly schedules.
4. guiding the individual work of instructors,
pre-service teachers.
5. observing classes and workshops.
6. attending planning sessions.
7. observing evaluations.
The instructors will facilitate workshops and classes
for pre-service teachers. Art-educators will teach full-
time in the program (9 hours per week) . Educators from
non—art areas (Social Studies, Math and Science) will
teach part-time (3 hours per week) . The non-art educators
viii attend the orientation retreat where interdisciplinary
topics for lessons and workshops will be planned. All of
the educators involved in the program will be together at
this time for three days to share in the planning of the
ADMINISTRATOR
DIRECTOR!
ORIENTATION RETREAT
PRELIMINARY WORKSHOPS
FOR INSTRUCTORS
1
NON-ART educators]
IliATH Is CIENCE 1
ISOC. STUD.I
PLAN AND TEACH
^ INTERDISCIPLINARY
ARTS WORKSHOP
AND CLASSES
COORDINATE SCHEDULESi FOR THE PRE-
SERVICE
TEACHER
GUIDE INSTRUCTORS
AND PRE-SERVICE TEACHERS
i
OBSERVE CLASSES
AND WORKSHOPS
ATTEND PLANNING
SESSIONS
OBSERVE EVALUATIONS
TEACH IN
WORKSHOPS AND
CLASSES
GUIDE INDIVIDUAL
WORK OF THE
PRE-SERVICE
' TEACHER
ADVISE STUDENTS
INSTRUCTORS
]
fART-EDUCATORS I
I THEATRE | MUSIC 1 DAN^
LANGUAGE
ARTS VISUAL ARTS
f
'
'
fyiCH. I SCULPTURE I
[photo - FILM 1
RELATED ARTS
AND ARTS WORKSHOPS
AND CLASSES FOR THE
PRE-SERVICE TEACHER
I
TEAM-TEACH IN
INTERDISCIPLINARY
CLASSES AND WORKSHOPS
REVIEW AND EVALUATE
PRE-SERVICE TEACHER’S WO:rL
i
FACILITATE THE
ENVIRONMENT FOR
‘creative activity
PRE - SERVICE TEACHER
indicates
indicates
teacher ’
s
overlap in function
focus on the pre-service
training
Figure 8. Program Participants and Their Roles
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semesters work. This retreat will occur a year prior
to the opening of school.
The instructors will;
attend orientation retreat and preliminary workshops
for instructors' orientation to the program prior to
teaching in the program.
2. plan with other instructors integrated and inter-
disciplinary topics and themes for classes and work-
shops .
3. participate in a team-teaching capacity in the teach-
ing and scheduling of workshops and classes for pre-
service teachers.
4. guide the individual work of pre-service teachers.
5. facilitate methods and procedures for work with
children in their own area(s) through classes and
workshops prior to the student's actual work with
children.
6. review the pre-service teacher's plans for work with
children, giving positive suggestions for change when
necessary
.
7. advise students during student-teaching, suggesting
methods and procedures for work with children and
giving positive ideas for change when necessary.
8. facilitate the environment necessary for creative
activity by:
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a) supporting new ideas.
b) stimulating expressive behavior.
c) encouraging spontaneous behavior.
d) developing bridges for the student between her/his
^^®^tive activity and the skills necessary for
growth
.
e) presenting materials unknown to the student for
the purpose of exploration, discovery, invention
and communication.
f) participating in creative activities herself/
himself with the students.
g) responding with positive suggestion rather than
judgmental observation.
h) eliminating the concept of "right” and "wrong"
by encouraging individual differences.
i) establishing a feeling of "openess" to explore,
discover, discriminate, and decide with individual
integrity
.
j) being sensitive to the students' needs, thoughts,
and pursuits.
The pre-service teacher will:
1. attend workshops and classes as scheduled (see Figures
3-7, pp. 81-85)
.
2. prepare projects assigned by instructors and suggested
by the format of the program.
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3. meet individually with instructors to discuss, prepare
and evaluate work.
4. plan integrated lesson observations with in-service
teachers as preparation for work with children.
5. plan integrated lessons for small groups of children
with the individual assistance of instructor (s) as
preparation for work with children.
6. work with small groups of children on planned inter-
disciplinary lessons on an arranged schedule with
instructors (who will give guidance) and in-service
teachers who may participate in the lesson.
7. evaluate and suggest changes in the program by con-
sultations with instructors and director.
8. participate in the scheduling of meetings with other
pre-service teachers, instructors and the director
to design interdisciplinary workshops and classes
based on suggested topics to be implemented in future
schedules.
9. student-teach in the first semester of the fourth
year (see Fig. 7, p. 85).
The pre—service teacher will be committed to course
work in other areas (i.e., Child Psychology, Science
Education, etc.), as well as to this program (8 hours).
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Outcomes
The anticipated results of the learning experiences
offered as an integral part of this program will lead
instructors in teacher-training institutions and pre-
service teachers to:
1. Facilitate the learning environment necessary for
creative activity; one of warmth, support, stimula-
tion, freedom of choice, mutual respect, openness,
free from fear, and lacking rigidity.
2. Stimulate expressive behavior by providing the
necessary environment and the materials necessitating
spontaneous response, improvisation, exploration,
experimentation and discovery.
3. Guide the students in new directions by involving
her/him in the art-related activities of the present.
4. Encourage spontaniety by supporting inventive en-
gagement in the arts and related disciplines.
5. Develop bridges for the students between creative
activity and the skills necessary for growth by
demonstrating the relationship between the particular
skill and the creative activity.
6. Present materials iinknown to the students for the
purpose of student exploration and discovery of new
ideas by pursuing contemporary events in the arts and
related disciplines.
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^^^ticipate in craativG activities by responding rather
than observing; questioning rather than answering;
sharing knowledge rather than dictating.
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CHAPTER 4
STRUCTURES FOR THE ACTIVITY
Introduction
An overview of the proposed program, the nature of the
interdisciplinary arts process, objectives for the people
involved, and suggestions for scheduling the program, was
presented in Chapter 3. It is now time for the activity to
take shape. Chapter 4 will present suggested structures
for the learning experience, suggested sample workshops,
and lessons for instructors and pre-service teachers. The
chapter will conclude with a discussion of evaluation.
The workshops and lessons shown in Chapter 3 are ex-
amples of structured activities suggested to train teachers
in interdisciplinary techniques which focus on the arts and
give equal importance to the arts as to other disciplines
in the curriculum. Ideas for further workshops and classes
can be drawn from the examples shown. Part of the learning
process for the instructor and the pre-service teacher will
be to design one's own workshops and classes.
The workshops and lessons which follow are suggested
for presentation at the Orientation Retreat for instructors
in the program, held prior to the beginning of the school
year (see Chapter 3, p. 27). They will familiarize the
instructors with the interdisciplinary arts learning
process envisioned by this author.
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A Thematic Approach
Workshop #1--The nature of this interdisciplinary arts
program will begin with an introductory discussion of
Chapter 3, An Overview of the Program. Instructors will
be given a copy of Chapter 3 and will discuss:
1. The four-year plan (pp. 79-85)
.
2. suggested scheduling (pp. 80-85)
.
3. people involved (pp. 86-91)
.
4. the nature of the program (prelude on p.6l, and
pp. 62-71)
.
5. the learning experience (pp. 71-77)
.
The suggested learning experience for this workshop which
b0gins on page 71 can be used as a basic outline for a
whole semester's course of study or for a short unit on
Energy .
This structure of Workshop #1 shows how all the
curricular areas of teacher education can be integrated
around a central theme, Energy , for the purpose of expand-
ing the learning phenomenon in terms of interdisciplinary
perceptions. The discussion and activity focuses on the
arts in contemporary life. The following objectives for
the workshop are open-ended in that they allow
the
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instructors to pursue varied and numerous directions for
exploring the theme.
Ob j ectives
:
The student will:
1. investigate and pursue recent activities in the arts
and related disciplines.
2. use contemporary methods in the suggested processes
of exploration, discovery, invention, and communica-
tion.
3. explore various forms of artistic expression and
decide on more than one to communicate perceptions
of an interdisciplinary nature.
4. pursue unknown forms for invention.
5. question relationships between the arts and other
disciplines
,
6. explore the meaning of Energy in all art forms and
related disciplines.
7. discover new meanings to the topic Energy .
8. invent through the use of one of the suggested art
forms
.
9. communicate her/his thoughts and perceptions through
an invention.
evaluate the learning process in terms of her/his
self-actualization and as teaching self.
10 .
Workshop #1--The Nature of This Interdisciplinary Arts
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Program.
^
* Discussion
A. Energy and the arts in contemporary life.
1. What is the meaning of Energy in the varied
contemporary art forms?
2
. How has the meaning of the word changed in
the past 100 years?
B. The meaning of Energy.
1. What does Energy mean in:
a. math or science?
b. dance?
c. language arts?
d. music?
e. visual arts?
f. social science?
2. Define Energy in terms of your personal life
activities
.
C. An improvisational structure for exploring the
interdisciplinary meaning of Energy.
An improvisatory structure which suggests some inter-
disciplinary topics for discussion and activity is found
in Fig. 9. It is helpful in suggesting topics for work-
shops and lessons and also in envisioning relationships
between the arts and other disciplines in terms of the
theme Energy
.
EXPLORATION
97
w
Q)
C
•H
rH
a
•H
u
w
•H
T!
73
0)
ITJ
(U
>
•H
-P
fO
uH
c
p
P 4-1
c
n Q)
c P -H
fO (D
M-l ro
W 44 C
4J
-H fO
>4 'ti
(0
>4
4-1
a c
(V
4->
c:
•H
w
(d
o
u
(U
x:
4->
c
•H
w
c
•H
'O
c
•H
44
<
wH
>
4->
>4
<
I
P
•H
0)
u
p
4J
U
Q)
4-)
•H
x:
u
>4
<
ro
3
w
•H
>
>ia;
tr>
>4 'V
Q)
c
w
(1)
0)
(C
(U
(1) tT>
u
Q)
C
c w
(d
o
c
O 54
•H 4J
•H
4-)
>1 O
S4 4J
•H
P w
cr4-)
c c
•HOP
e e
x: <D
CHrH 54
P 0 P 05
0 4-1 -H
W
U
2
CQ
x:
4->
0 W U
C
0
0
m E-i w
0 L 0 w >1 54
x: 54 0 0 4-1 0 0 CP 0
4-) 0 4-) x: 0 u rH 44 54 4H
4-1 0 4-5 u a 0 • • •H 0
0 C rH •H 0 54 CO XI C CP
54 H P 0 c •H P pa pa C
0 a 4-5 p 5h 4-1 H 54 •rt
rH •H 0 g 0 0 Q 0 u 03
C4 c c 1—
1
g a 2 0 D 44 •iH rH
X •H 0 0 0 X 4H E4 x: •H
u 2 cd u 0 • •H CO >1 u P
w (-a m
> 54 w
4H C 0 p^
u 0 H C
•H u pa
54 w o
4-5 03 CO
• • O c
u 0 p
H rH 0
w pa CO
D
s
>1
CP >1 >4
5^ CP CP
0 54 54
>1 C 0 0
pa cppa c c
u 5h pa pa2 0 u
pa C -H 54 CPH Pa rH 0 c
u 0 rH •H
CO U 54 0 54
•H 03 CO p
<4) E >1 0
0 K 0
K 4-1 0
Eh < 2
x:
4J
0
0
W
0
W 0
0 iH
0 XI 0 0 O pa CO 54 4J
03 54 CP >i-H Eh CQ CO ••
-H 0 x: c 0 p
0 4-5 -H w xa < 0
CP 0 Xi 0 o 1 • • •H
C 03 0 0 0 pa 0 •• 0
•H -H 0 0 54 54 o 03 0 c
5 0 rH a P < C 03 0
0 03 03 1 X 0 D P 54 Eh
rH 0 -H 54 0 >1 0 C5 0 0
rH 4-5 0 4H 2 CO S
0 0 0 4-5 54 4H •H c
44 rH x: C 0 0 Xl X
Figure
9
-
Thematic
Approach
—
Energy
98
• The Learning Experience:
A. EXPLORATION:
1. A Theme is presented: example—Energy
2. To facilitate exploration, aesthetic elements
and behavioral suggestions are presented.
(See pp. 71-77 Chapter 3 for The Four Phases
of the Learning Experience.)
a. aesthetic element
Example
:
tension— stress on a material
produced by the pull
of forces tending to
cause extension; a
force or combination
of forces exerting
such a pull against
the resistance of the
material, mental, or
nervous strain, often
accompanied by mus-
cular tautness. (See
Appendix p. 129)
b. behavioral suggestions:
Examples: focus—a central idea for a
piece of art, an im-
provisation or event.
abstract—to explore and select
from ideas in varied
dimension other than
the ordinary, real-
istic, or expected.
imagery—the use of fantasies,
dreams, imagination,
words, for the dis-
covery of ideas.
(See Appendix p. 131)
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3. Instructor will develop iinprovisational
lessons based on the behavioral suggestions
and aesthetic elements given. Further be-
havorial suggestions and aesthetic elements
may be explored to enhance this phase of the
learning process.
B. DISCOVERY
1. The outcome of improvisatory exploration will
be new insights and discoveries.
Example
;
the student will have explored
tension (aesthetic element) in a
variety of ways using the defini-
tion "stress on a material produced
by the pull of forces tending to
cause extension" S/he can now
improvise and communicate her/his
findings
.
2. After free-exploration and discovery through
improvisation, it is tiirte to question and
vary the results; to explore further; to
clarify; to simplify; to communicate find-
ings in chosen forms. The teacher or other
students may be the guide. The results
will be questioned, evaluated, and changed
according to the students ' new and changing
perceptions
.
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Example
;
further eesthetic elements and
behavioral suggestions should be
explored. Interdisciplinary dis-
coveries should be incorporated
into the study as a part of the in-
vention to be presented.
C . INVENTION
1. The student is ready to develop her/his inven-
tion and thereby communicate her/his learning.
The qualities of spontaneity, experimentation
and immediacy will be present in the final
product, however, it will be a creative
structure showing clarity of intent, discern-
ing perceptions, spontaneous response, in-
creased understanding of form, skill, and a
grasp of the interdisciplinary nature of the
study
.
Example : the student will use the aesthetic
elements and behavioral suggestions
in developing her/his invention.
However, s/he will now decide how
and when to use them.
D. COMMUNICATION
1. The student will articulate her/his thoughts
concerning her/his explorations, discoveries,
and creative skills used to form her/his
invention
.
The following are suggested inquiries:
a. How have your perceptions changed con-
cerning yourself, your concept of the
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learning process, and your ability to
invent?
b. Enumerate your discoveries.
c. How did you use the aesthetic elements
and what was the result?
d. Did your invention demonstrate any inter-
disciplinary concepts?
e. Did you feel satisfied with the results
of your exploration-discovery process?
f. Which behavioral suggestions did you use?
g . How did they enhance the learning
process?
h. What interdisciplinary activities arose
from exploring the aesthetic elements?
i. What creative skills were developed as
a result of this workshop?
j . What technical knowledge and materials
were necessary for completing your
project?
2. The student has expressed her/his ideas and
perceptions through a personal invention. At
this point, her/his invention will be com.-
pleted and will communicate clearly the
student's invention. This form of communica-
tion is an evaluative process for both the
student and the instructor.
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A Short-Term Objectives Approach
Workshop #2 Related Arts described on page 104, can be used
in a variety of settings, with groups or individuals,
children or adults. The purpose of this structure is to
sensitize the learner to the interrelated nature of the
arts by planning discussion and activity based on a series
of interrelated aesthetic elements (see Appendix, p. 123)
Following an introductory discussion and exploration
of one specified element, the activity focuses on pre-
scribed short-term objectives devised by this author,
appearing on page 103. These short-term objectives are
arranged by this author in six consecutive columns. The
order of one through six must be maintained but any word
may be chosen in any column providing for 243,000
variations
.
The suggested activities for the Related Arts Work-
shop stress the interrelated nature of the aesthetic
element chosen by the student, while following the struc-
ture for the Learning Experience (Exploration-^Discovery-*-*-
Invent ion->->Communi cation) .
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Short
Term
Objectives
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Workshop #2, Related Arts
I . Discussion
A. Using the short-term objectives appearing in
Figure 10
,
discuss the interdisciplinary and
interrelated nature of the elements appearing in
Column 5 (and defined in the Appendix, pp. 123-131).
B. Questions:
1. How do you perceive the definitions of these
elements according to Webster?
2. Construct your own definitions.
3. How are the aesthetic elements interrelated
in terms of a) the arts, b) other
disciplines?
II . Learning Experience
A. Exploration
1. Explore an aesthetic element in all art forms.
Example : simultaneity
Music: sounds happening together
Dance : movements happening
together
Visual : images occurring together
Drama: harmonious or conflicting
ideas occurring together
Language : sounds or ideas occurring
together
2 . Choose an aesthetic element as a motive and
improvise through the short-term objectives
in at least fifteen different ways,
maintaining only the aesthetic element as
constant
.
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B. Discovery
1. Articulate your findings.
2. Are there relationships between the arts in
terms of your chosen aesthetic element? What
are they?
3. Focus on those which express your perceptions
most clearly.
C. Invention
1. Begin to make your invention, one which
communicates your thoughts and perceptions
based on the above explorations and dis-
coveries .
2. Continue to explore communicative possi-
bilities by improvising through the short-
term objectives in varied ways.
D. Communication
1. Clarify the intent and structure of your
invention.
2. Does it state your idea(s) clearly?
3. Present your invention.
E. Evaluation
1. Discuss the interrelated nature of the
aesthetic elements.
How did the process of defining the elements
clarify their meanings?
2 .
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3. How did this learning experience increase
your perceptions about the arts and the
arts process?
4. Define the meaning of one aesthetic element
in all art forms.
5. Does your invention communicate your intent?
6 . What further ideas for exploration and/or
invention have grown out of this study?
Sample Lessons
The lessons that follow are developed from the short-
term objectives. There are four examples given. Numerous
variations can be developed by instructors or pre-service
teachers for any group with which they are working. The
lessons exemplified below follow the structure of the
learning experience (Exploration-^-^-^-Discovery^-^-^Invention-^--)-*-
Comir.unication) but are specifically designed to facilitate
learning by use of the aesthetic elements and behavioral
suggestions. Evaluation is directed toward:
1. Solving the specified problem.
2. Discussing this approach to learning.
3. Questioning the learning process on an individual basis.
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LESSON #1
OBJECTIVE
:
DISCUSSION:
EXPLORATION
:
DISCOVERY :
INVENTION
:
COMMUNICATION
:
The student will improvise a conversation
in writing based on environment using
repetition in line resulting in expres -
sion
.
1. Decide on an idea(s) to communicate.
2. How will the aesthetic elements and
behavioral suggestions enhance the
expression of your idea(s)?
3. Explore various possibilities until
you find the way with which you feel
most satisfied.
4. Improvise numerous conversations
until you decide on one.
5. How are you using the element line
in your improvisations? Have you
investigated various meanings? What
else might it be called in this art
form?
6. Which form of expression will be most
suitable?
7. What have you learned about yourself?
language?
environment?
line?
repetition?
expression?
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LESSON #2
OBJECTIVE
:
DISCUSSION:
EXPLORATION:
COMMUNICATION
:
DISCOVERY
AND
INVENTION
:
8. How did you feel about the learning
process?
your invention?
The student will explore variations on one
or more ideas in movement based on recall
using variation in range resulting in
creation .
1. How do you vary an idea?
2. What is a movement idea?
3. What does recall mean and how can it
be used?
4. What is the meaning of range? How
does it vary?
5. Explore ways to vary one idea. Move
from slight variation to large
variation.
6. How does recall vary an idea?
7. How does range express variations in
recall?
8. Does your composition or improvisation
(invention) clearly show variation in
range?
9. Is it based on recall?
10. What have you learned about movement
ideas and movement variations?
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11. What shows variation in range? What
does your body have to do?
12. Does recall stimulate ideas for
movement study?
13. What have you learned about yourself?
movement-dance?
recall?
variation?
range?
14. How did you feel about the process?
product?
ends?
LESSON #3
OBJECTIVE
;
DISCUSSION:
EXPLORATION:
The student will discover a new way to
work with an old idea through sound based
on imagery using contrast in design
resulting in composition .
1. What is sound based on imagery?
2. How will you design sound?
3. Can you think of an old idea based on
imagery and find a new way to work
with it through sound?
4. Find your idea. Manipulate it with
sound.
5. Relate it to imagery.
6. Using contrast in design, communicate
it in an improvisation in composition.
7. Re-work your improvisation until you
feel satisfied with the results.
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COMMUNICATION
:
DISCOVERY
AND
EVALUATION;
LESSON # 4
OBJECTIVE
;
DISCUSSION:
8. Does your composition show the
difference between your old idea
and the new?
9. Are you expressing your discovery as
vividly as your exploratory
experience?
10. What have you learned about sound?
11. How do you invent sound based on
imagery?
12. How do you design contrast in sound?
13. What have you learned about yourself?
old ideas and new?
sound?
imagery?
designing sound?
14. How did you feel about the process?
product?
ends?
The student will relate a personal
statement through visual art based on
transformation using the predicted in
pulse resulting in experience .
1. What is the meaning of transformation?
2. What is pulse? What would a predicted
pulse be?
3. Explore varied ways of using
transformation in visual art activities.
EXPLORATION
:
Ill
4. Explore the predicted pulse of
various rhythmic phenomena.
COMMUNICATION: 5. What is your personal statement?
6. How do you relate it?
7. Improvise the experience in varied
ways and then decide on the one which
relates your personal statement in a
way that satisfies you.
DISCOVERY
MID
EVALUATION
:
8. What have you learned about yourself?
visual art?
transformation?
pulse?
experience?
9. How did you feel about the process?
product?
the ends?
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Evaluation
Evaluation is viewed in this program not as a
separate phase of the learning experience, but rather
as integral to each aspect of each phase of the learning
experience. The success of the program will be best
indicated by the people who are working in it. Responses
from faculty, in-service teachers, student-teachers and
children must be researched and explored for use in the
developmental process and growth of the program. This
kind of research will be based on substantial discussion
of the activities taking place, results of evaluations
and personal interpretations of the breadth of learning
taking place. The questions on pages 115-117 reflect
the criteria for judging the success of the program, as
specified below. Inquiries will be presented to the
program participants at: 1) the completion of each year,
2) the completion of four years, and 3) during their in-
service teaching experiences. The response will contribute
to an on-going process of evaluation and change in terms of
the planning of the program for each successive year. A
choice will be made on the part of the evaluator, between
the following verbal and non-verbal forms of appropriate
©valuation: 1) questionaire 2) discussion 3) written
response 4) creative project 5) demonstration 6) observation.
Criteria for Judging the Success of the Program
The questions on pages 115-117 evolve from the following
specified criteria for judging the success of the program:
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1. The pre-service teachers' ability to engage in the
process of "making" art(s) and thereby:
a) articulate verbally and non-verbally a knowledge
of the elements and their relationship to the
specific art(s)
b) interrelate the art(s) with other areas of learning.
c) complete works of art(s) which show her/his
knowledge of the art(s) and her/his ability
to communicate her/his intent to her/his own
satisfaction
.
d) guide the learner through similar processes
of "making" art during the student-teaching period.
2. The pre-service teachers' ability to demonstrate the
interdisciplinary learning process through;
a) the process of "making" art which demonstrates a
knowledge of the relationship between more than
one art and other area(s) of study (i.e. Math,
Schience, Social Studies)
.
b) discussion of the arts and other subject areas
which demonstrates an understanding of the
relationships between the art(s) and the other
area(s) of study.
c) the development of lesson plans and teaching
methods which interrelate the art(s) with other
area(s) of study.
d) practice teaching which demonstrates a grasp of
the interdisciplinary nature of the learning
process when teaching one or more than one subject
area.
3.
The pre-service teachers' ability to articulate her/his
perceptions in terms of her/his self-actualization and
to communicate her/his perceptions by:
a) engaging in the creative process of making
art which communicates self-awareness and growth.
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b) expressing her/his thoughts through verbal and
non-verbal forms.
c) demonstrating growth toward self-awareness and
sslf
-actualization through activities and discussions
which integrate the rational and irrational, the
feelings and intellect, the verbal and non-verbal.
Questioning and discussion is one form of verbal
evaluation suggested throughout the learning experience
structures. Non-verbal evaluation is equally as important
as is implied by the above criteria for judging the
success of the program. The learner must be able to convey
her/his perceptions non-verbally as well as state her/his
perceptions verbally. Verbal and non-verbal responses can
be illicited by the use of the questions that follow on
pages 115-117. From these responses the student and teacher
can gather information which tells her/him:
1. what learnings have occurred through the inventive
process of "making" art.
2. which creative skills are necessary for further
study
.
3. what learnings have occurred throughout this
interdisciplinary learning process.
4. how the pre-service teacher perceives the interdisci-
plinary learning process as a learning experience.
5. how the student perceives the related and non-
related aspects of the arts.
6. how the teacher or student perceives her/his
self and her/his learning environment.
7. how the self-actualization process is working for
the pre-service teacher.
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8. how the pre-service teacher integrates her/his
feelings and intellect in the learning process.
9. what goals the student perceives for her/his
self in terms of further growth as a person and
teacher
.
10. how able and confident the teacher is in creating
the necessary learning environment.
11. what further directions are necessary for the total
program.
Questions for Evaluation
The following questions for evaluation may be used by
either the director of this program, the instructors in
the program or by the pre-service teachers in the program.
Questions 1-12 relate to the first criteria for judging
the success of the program appearing on pp. 112-113, the
preservice teachers' ability to engage in the inventive
process of "making" art. Questions 13-19 relate to the
second criteria, the pre-service teachers' ability to
demonstrate the interdisciplinary learning process, and
questions 20-23 relate to the third criteria, the process
of self-actualization for the pre-service teacher. Questions
24-27 relate to all three criteria and to an evaluation of
the program as a whole.
1. How has this inventive process of "making" art
worked for you and your students?
2. Has it increased your ability to perceive relation-
ships between the arts and other areas?
3. Have you incorporated these perceptions in your
creative work and in your teacher preparation
procedures?
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4. Have you been able to guide your students towards
siinilar insights using inventive activities?
5. Would you suggest any changes in the exploratory-
discovery learning process of "making" art?
6. What forms of communication and expression have you
used?
7. Which forms do you feel most comfortable with?
8. Have these forms allowed you to formulate, communicate
and express your ideas?
9. Have the aesthetic elements been conceptualized and
manipulated in your experiences here?
10. Have the behavioral suggestions helped in these
conceptualizations?
11. What aesthetic skills were learned as a result of
the activities provided in this program?
12. Do you feel that your grasp of the aesthetic elements
and skills was more meaningful because you had to
actually use them to invent?
13. What new connections have you made between the arts
and other areas of study? Can you specify these?
14. Which activities were most enlightening in terms of
your interdisciplinary perceptions?
15. Did the aesthetic elements and behavioral suggestions
help in discovering these interdisciplinary connections?
16. Have you been able to guide the children during student-
teaching toward interdisciplinary explorations and
discoveries?
17. Do their discoveries resemble your own discoveries
during this exploratory learning process?
18. How has the interdispclinary arts learning process
enhanced your individual learning process?
19. Do you feel increasingly able to prepare interdisciplinary
lessons and experiences for children that will enhance
their learning processes?
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20. How has the creative processes of active-learning
enhanced your perceptions of your self?
21. During which activities or experiences have you
become increasingly aware of your self-actualization
processes?
22. In what ways have the exploratory-discovery processes
of this program affected your growth as a person and
as a teacher?
23. Do you see a direct correlation between the creative
process of making art and your growth toward self-
actualization?
24. What changes have occurred during the implementation
of this program regarding your 1) creative ability
2) ability to express and communicate your thoughts
and feelings 3) personal growth and self-actualization
4) learning 5) choice of learning environment 6) teach-
ing-self?
25. What changes must be made to allow the program to
relate to contemporary activities in the arts and
other recent developments in life-activities in
general?
26. What do you perceive as the ideal environment for
learning, self-actualization, and creative activity?
27. How has the exploratory-discovery learning process
influenced your 1) ability and desire to create?
2) ability to integrate knowledge and feelings
3) growth and self-actualization 4) learning
5) teaching ability?
The results of the above suggestions for evaluation
will significantly influence the direction for further
study of this program. Chapter 5 presents suggestions
for further use of this author's program and the arts in
education as a basic subject for learning.
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CHAPTER 5
RECOMMENDATIONS FOR FURTHER STUDY
Introduction
The program contained in this dissertation is a
curriculum design for training pre-service teachers in
the arts. The training focuses on experiential arts
processes which integrate the arts with other disciplines
(i.e., Math, Science, Social Studies) and emphasize the
relationship of aesthetic elements inherent in the arts.
This interdisciplinary arts program, therfore, is designed
to fill a need for integrated learning curricula in the
elementary school which gives equal importance to the
arts as to other areas within the curriculum. This author
suggests that it is essential to begin this training at the
pre-service teacher-training level.
The arts have not
,
as yet, been viewed as "basic" to
the total curriculum. They have been isolated and minimized
in terms of the so-called "major" subjects and have conse-
quently not been given due status within the total elementary
curriculum. Inadequate arts preparation has created an
imbalance between cognitive and affective areas of learning
as well as minimal experience in aesthetic education not
only for the elementary school child, but also for the pre-
service teachers' training. This author sees the solution in
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aesthetic education programs for the pre-service teacher
which stress active-learning processes. Such training
provides the teacher with: 1) aesthetic learning
experiences which place the arts in an integral position
with other subject areas (interdisciplinary arts)
2) aesthetic learning experiences which explore the related
and non-related aspects of the arts and 3) aesthetic
learning experiences which stress invention as the learn-
ing process.
The purpose of this study has been to design a
series of integrated learning processes, focusing on the
arts
,
to be implemented in a pre-service elementary
teacher-training institution and to develop a curriculimi
design for the implementation of this integrated learning
process into such an institution.
This program is an interdisciplinary approach to
aesthetic education and is based on experiential ex-
ploration and discovery techniques, the arts being the
focus. Throughout this dissertation, this author
emphasizes that the arts-process , that of "doing”,
"making," or "inventing" is a developmental learning pro-
cess, one by which the child or adult arrives at learning,
self-awareness and perception through 1) exploration,
2) discovery 3) invention and 4) communication. (See four
phases of the learning experience. Chapter 3, pp . 71-77)
Learning experiences are designed for related arts and
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interdisciplinary arts but the arts process, the four
phases mentioned above
,
is inherent throughout each
learning experience.
This program was initially the result of an invi-
tation from the Academic Dean of Fitchburg State College
to design an interdisciplinary arts program based on a
proposal by this author. The entry problem into such a
teacher-training institution appears to be two-fold
requiring 1) philosophical support on the part of
adminstrators and staff and 2) adequate funding for the
program. In this instance, the Dean gave full support to
the philosophical nature of this program. However, the
later requirement has not yet materialized. Assuming
that both of the above requirements are present, existing
schedules and curricula will be rearranged to accomodate
the implementation of this program.
Questions 10-17 appearing on pages 124-125 refer to
some of the numerous problems to be confronted when
implementing an innovative program in Arts Education. The
fact that in-service teachers have had little if any
interdisciplinary experience; that time as well as money
may be scarce and that philosophical support for such a
program may not always be readily forthcoming , are all
realistic problems to be faced when implementing an Arts
Education program in any educational system. This author
remains optomistic while realizing that any change requires
the ability to accept and confront numerous obstacles.
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Imp] ications for Further Study
Chapters 1 and 2 discuss contemporary "third-force"
psychologists' theories on "active-learning," self-
actualization," and "integrated creativity." This
discussion suggests that further study of continuing con-
temporary theories on creativity, affective and cognitive
development, will generate further concerns for programs
in aesthetic education. Martin Engel (1978) in his
recent article "Framework for Cognitive Research" for
The Arts, Cognition, and Basic Skills
,
published
by CEMREL
,
states that "research in the cognitive signifi-
cance of the arts has languished" (p. 24)
.
He suggests
that the arts "are not less than anything else now deemed
central to the curriculum of the school, that is, they
are languages of comprehension, of thinking, of knowing,
of receiving, and of expressing information. Stating
this position boldly: the arts, like other disciplines
in the schools are basically about knowledge." (p. 24)
This author sees implications for research in terns
of cognition and the arts but prefers a broader view, a
blending of aesthetic and cognitive learning as suggested
by Howard E. Gruber (1978) in his article "Emotions and
Cognition: Aesthetics and Science" from the CEMREL publica-
a^bove . Gruber substantiates this author s belief
that distinctions between categorizing affective and
cognitive learning requires further inquiry.
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The double title of my paper, Emotion and Cognition
and Aesthetics and Science
,
reflects the fact that
there are certain issues that have not yet been
sorted out. It seems to me that distinguishing
among aesthetic experience, emotion, and cognition--
as we have been trying to do—-actually depends on
a much more elaborate map of the world of experience
than we now have. As matters stand, categories
hammered out in one discussion, may evaporate in
another (p. 134)
.
Engel and Gruber present far-reaching possibilities
for research in terms of the arts and education.
Chapters 3 and 4 present basic phenomenalogical
characteristics of this interdisciplinary arts program
which uses "active-learning" techniques. These techniques
are based on the "third-force" psychological theories
appearing in Chapters 1 and 2. A most significant
phenomenon is the element of change, an unavoidable
reality in human development, a continuing aspect of life
and learning, and therefore a characteristic of learning
in the arts and in other disciplines. An educational
framework must accomodate change if it is not to be
separate from life experience. This program is such a
framework. Further studies concerning this program will
be geared toward the aspects of the program that are
changing as a result of 1) the life experiences of the
student, 2) contemporary art activities, 3) new develop-
ments in terms of learning theories and 4) looking at
and evaluating other programs in pre-service teacher-
training concerned with interdisciplinary arts and
aesthetic education.
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Th© answers to the questions for evaluation appearing
in Chapter 4 on pages 115-117
,
will contribute signifi-
cantly to the future direction of this program.
Several suggestions for further use of this inter-
disciplinary arts program design are presented below:
1. A two-year extension M.A. Program in Aesthetic
Education
.
2. Related Arts Program for Artists who have limited
their study to one art form.
3. Graduate program for art-specialists to learn related-
art techniques.
4. An in-service program for administrators to actually
explore "active-learning" processes.
5. An in-service program for classroom teachers to learn
interdisciplinary arts techniques.
6. A special Education program to train pre-service and
in-service teachers in interdisciplinary arts, aesthetic
education, or related arts techniques.
7. Self-actualizing program for people in ainy walk of life
(i.e.. Business-people, Church groups, art-therapy groups).
The evaluative process mentioned on pages 115-117 will
surely initiate further possibilities for the use of this
author's design. Each suggestion above would require
modification in some aspect of the author's design. The
following questions for further research are an extension of
the evaluative process. They suggest a study of the place and
significance of the arts in education in the future.
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Questions for Future Research
1. What recent theoretical views and discoveries regarding
arts education, active-learning, self-actualization and
creativity will change the direction or content of this
author's program?
2. A look at other aesthetic education programs at all
levels (elementary, secondary, and teacher-training)
will affect future change for this program. What
significance do these programs have in terms of the
future of this author's program?
3. How have arts education programs grown and developed
throughout this country?
4. Where and how are the arts considered "basic" and
essential to the curriculum?
5. How has the inclusion of the arts as a "basic"
affected the total curriculum?
6. How has the inclusion affected the lives of children and
adults?
7. How has the inclusion affected the aesthetic choices made
by individuals and groups in our society?
8. Is there a line that can be drawn between cognitive
and affective areas of learning?
9. What changes must occur in this program to accomodate
the rapid changes in our society?
10. Who are the potential antagonists of this kind of program?
11. Where are the supporters for this program?
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12. What kind of school context would one need to have?
13. How difficult is it for students in this program to
cope with the differences in the values and proce-
dures of this program in terms of a) their own
backgrounds and b) their aesthetic experience?
14. How would a post internship affect the impact of this
program?
15. How easily will people from this program be employed
and accepted by school superintendents?
16. What special management skills are needed for
the implementation of this program?
17. What kinds of adaptations would have to be made for
different personalities, abilities, and backgrounds?
In view of the growing support for programs in
Aesthetic Education, this author is optimistic about the
actual implementation of this program into a pre-service
teacher-training institution. It is one with unlimited
opportunities for integrating the arts with other
disciplines in education and for giving the arts the status
which they have so long deserved in education and. in
people's lives.
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